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PREFACE 



The single aim of this text is to give a mastery of the foundation 
of all composition — four-part writing. It does not assume to offer 
a theory of music, nor does it present an exposition of scales, in- 
tervals and chord material. Composition for four parts, vocal or 
instnmiental, is its theme. The consideration of preliminary work 
is found in the author's *' Harmony and Ear-Training," the first 
six chapters of which should be mastered by the student. After 
a half year's work on these chapters, "Harmonic Part- Writing'' 
may be taken up and the two books then used simultaneously. 

A complete substitute for the figured bass is here given. It is 
the outgrowth of a series of experiments extending over many years. 
The results secured with various classes in different sections 
of the country have given convincing evidence of its value. In 
the system of "thorough bass," a 6th-chord may mean the first 
inversion of a major, a minor, a diminished or an augmented triad, 
or even an augmented 6th-chord, there being no means of dis- 
criminating between them. The same objection holds for all other 
figurings; thus a 3-4-chord might mean the second inversion of a 
dominant yth-chord, or of a diminished yth-chord, or various kinds 
of secondary yth-chords. 

Another fault of the older system is that it tends to decidedly 
unmusical thinking. There is nothing in it to show the relation of 
chord-entities to the prevailing tonality; it tends to encourage the 
student merely to coimt up intervals from the given bass note, 
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irrespective of the kind of interval, and thus serves to prevent 
the mind from thinking of chords as such, with their various quali- 
ties. Still another, and perhaps a more serious objection, is that 
the old system fails to show adequately a modulation or transition 
into other keys, and completely fails to show the dual relation of 
one chord to two keys, which is in the majority of cases the intro- 
duction of the modulation. 

The system used in the present book does away with these 
objectionable features, and is simple and clear. Roman figures, I, 
II, III, IV, V, VI, VII, show upon what degree of a key a chord 
is founded. The letters " a " and " b, " respectively, indicate first , 

and second inversion of triads. Thus I indicates a chord on the 

first degree of the scale; I the same chord in first inversion; I 

a b I 

the same chord in second inversion. 

The 7th-chords are indicated by, F, IF, IIF, etc.; first and 
second inversions are indicated by "a'' and "b, " and for third 
inversion ^^ c '' is used. Thus the dominant yth-chord in any 
key and the various inversions are indicated by V^, V^, V^, V^. 

a b c 

In modulation this system of figuring is very practical and its | 

intent unmistakable. Wherever a modulation is introduced by 
a chord that has a dual relation, the chord receives the double 

marking to indicate such relations. Thus I indicates that the 

V , 

tonic chord in the one key becomes the dominant chord in another; 
III indicates that the mediant chord in one key becomes the super- 
II 

tonic in another; VF indicates that the yth-chord on the submediant 

IV^ 

of one key becomes the yth-chord 



ot one key becomes tne ytn-cnora . . j j a J 

on the subdominant of another, etc. r^| gz:g— < « ff^ ff^^ ^^i 
Where a modulation occurs in which r ^ ^ " ^^W jt^ ^T^"^ 



no chord is used that belongs to d 'l E 'v^ I Fs'v^ I 

both keys it is indicated thus: a a 
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The author does not believe in the system of marking major 
chords in the key with large figures, minor chords with small figures, 
diminished chords with a degree sign, and augmented chords with 
a plus sign. The student should know absolutely just what kind 
of chord is found on each degree of the various kinds of scales with- 
out such extraneous helps. Such signs and helps merely tend to 
ignorance, for they encourage mental laziness by substituting 
symbols for knowledge. 

There are many other features of this text that distinguish it 
from conventional systems. All the means of modulation are fully 
exemplified — in Part I by triads in close harmony, Sections ii 
and 12; in Part II by triads in dispersed harmony. Section 9; in 
Part III by inverted triads or common chords. Section 7 ; in Part IV 
by means of dominant yth-chords, Section 7; in Part V by means of 
diminished yth-chords. Section 5; in Part VI by means of the 
various secondary yth-chords. Section 4; in Part VII with 9th- 
chords; and in Part VIII through the various augmented 6th-chords. 

The theory of "altered chords" is here replaced by a rational 
explanation of certain musical phenomena. The false doctrine 
thus supplanted has been a serious stumbling block in the path of 
students. It reached its extreme form in a recent work which 
states that C-E-G is a major chord; CthE-G a major chord on C 
with a raised Root; C-E-G# a major chord with a raised Fifth; and 
C#-Eb-G a major chord on C with a raised Root and a minor Third. 
The utter absurdity of these statements is only one evidence of 
the stultifying contradictions of that system. 

A new system, well grounded in sound psychology, is here out- 
lined in Section 10 of Part II, Section 8 of Part III, Section 8 of 
Part IV, Sections 3, 4, 5 and 6 of Part V, Sections 5 and 6 of 
Part VI, and in Part VIII. 

Another feature of this text is the complete exposition of the 
dual relations of all chords to various keys; and the systematic 
working out of this in practical exercises in Modulation and Expan- 
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sion of Key-Centre. Attention should also be called to the explana- 
tion and use of gth-chords other than dominant gth-chords; to the 
wide exposition of diminished yth-chords; to the various aug- 
mented 6th-chords. Some of the things explained in Section 6 of 
Part VI, such as the dominant (or primary yth-chord) on 4 of the 
melodic minor scale, have been used since the time of Bach, yet the 
author knows no text-book in which explanation of these phenom- 
ena has been made. 

From the standpoint of the teacher, perhaps the strongest feature 
of this work is the fact that every exercise is musical, and that every 
exercise is capable of several versions; by working these out and 
comparing them, the musical taste and judgment of the student 
will inevitably be increased. 

The book lends itself admirably to several different plans of 
instruction. The first of these is to follow the text page by page. 
This the author recommends, for in this way only one difficulty 
is presented to the pupil at a time. But it will be found entirely 
practicable, if desired, to schedule the book according to the Second 
or Third Plans. 

Second Plan. — Part I, Section i; Part II, Section i; Part I, 
Section 2 ; Part II, Section 2 ; Part I, Section 3 ; Part II, Section 3 ; 
Part I, Section 4; Part II, Section 4; Part I, Sections 5, 6, 7; Part II, 
Section 5; Part I, Section 8; Part II, Section 6; Part I, Section 9; 
Part II, Section 7; Part I, Section 10; Part II, Section 8; Part I, 
Sections 11, 12; Part II, Sections 9, 10; following the text in regular 
sequence from Part III. 

Third Plan. — Section i of Parts I, II, III; Section 2 of Parts I, 
II, III; Sections 3, 4 of Part III; Sections 3, 4 of Part I; Sections 3, 
4 of Part II; Sections 5, 6, 7, 8 of Part I; Sections 5, 6 of Part II; 
Sections 5, 6 of Part III; Sections 9, 10 of Part I; Sections 7, 8 of 
Part II; Section 9 of Part III; Sections 11, 12 of Part I; Section 9 
of Part II; Section 7 of Part III; Section 10 of Part II; Section 8 
of Part III; Section 10 of Part III — then on in regular sequence 
from Part IV. 
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SIGNS AND ABBREVIATIONS 



Scale-degrees are indicated by the numbers i, 2, 3, 4, 5, 6, 7. 

Pitch-names are indicated thus : A, B, C, D, E, P\ G. 

Intervals are spelled out and capitalized, thus: Second, Third, 
Fourth, Fifth, Sixth, Seventh, Eighth, Ninth. 

Chords are written thus : yth-chord, 9th-chord, ^th-chord. 

Constituent parts of chords are indicated as Root, Third, Fifth, 
Seventh, Ninth. 

Major scales or keys are indicated by a bold-face capital Roman 
letter, thus : A, B, C, etc. Minor keys are indicated by italicized small 
letter, thus : a, b, c, etc. 

Chord-numerals are indicated by the Roman numerals I, II, III, IV, 
V, VI, VII, which show what degree of the key the chord has as its Root. 

Inversions are indicated by the letters " a " and " b '" under the chord- 
numeral. Thus I means a chord on the first degree of the key, the 

chord not inverted, having as its lowest tone the Root. I indicates that 

a 
the chord is founded on the tonic, the first degree, and has as its lowest 

tone the Third. I indicates that the chord is founded on the first degree 

b 

of the key, and that it has the Fifth as the lowest tone. The letter " a " 

indicates first inversion. The letter "b" indicates second inversion. 

Seventh-Chords are indicated by the figure ^ to the right of the Roman 

figure, thus : F, IF, HF, IV7, V^, VI^, VII7. Inversions are indicated 

in the same way as for three-toned chords: "a** means first inversion, 

the Third of the chord in the bass; "b** means second inversion, the 

Fifth of the chord in the bass ; " c " means third inversion, the Seventh 

of the chord in the bass. 

• • • 

xni 



xiv SIGNS AND ABBREVIATIONS 

Ninth-Chords are indicated by the figures ^ and ^ to the right of the 
Roman numeral, thus ; VJ, V^, IJ, I*, etc. Inversions are indicated in 
the same manner as in yth-chords. 

The diminished yth-chord is indicated by the figure and sign VII^°. 
When used in key-relation it is indicated by the italicized letter, indicat- 
ing the minor key. When used as a passing-chord, the key- and chord- 
indications are enclosed in brackets thus : (e VII °). 

The 3-5-6#chord is indicated ^. The 3-4#-6#-chord is indicated ?. 

The 6#-chord is indicated ^. The 2-4#-6#-chord is indicated ^, 

2 

Dual relations of chords are indicated by two Roman figures, one 

above the other, thus : I, II, III, V, II, VII 

V IV VI VI vf if 

In the first instance this indicates that the I-chord becomes the V-chord 
in another key; in the second instance that the I I-chord. becomes the 
IV-chord in another key; in the third instance that the Ill-chord 
becomes the Vl-chord in another key, etc. 

Rh3rthm in the chord-exercises is indicated by the figures, dashes, 
dots, ties, double ties. A figure or a dash represents in each case a 
beat or pulse. If the time is 4, a simple figure or dash represents quar- 
ter notes or pulses. If the time is |, the figure or dash represents beat 
tones, or eighth notes. If the time is % the figure or dash represents a 
half note, or a beat note. The dashes may represent rests, or the chord 
indicated by the previous figure may be held throughout the dashes, at 
pleasure. 

Two figures with a single tie represent two notes to a pulse ; in \ 
time, two eighth notes ; in | time, two sixteenth notes, etc. A dotted 
quarter note is indicated by a dot after the figure ; when the dot and the 
succeeding figure are tied together this indicates that the dot and the 
figure together represent a whole-pulse. A dotted eighth note, followed 
by a sixteenth, in % time, is indicated by a dotted figure with two ties, 
as seen in example 8, below. All these rhythmical figures and their 
representation in ordinary note-rhythms appear thus : 
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1. I I II V I I rhythmically equals I f T T T I 
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The several key-indications at the beginning of each exercise mean 
that the student should work these exercises in each of those keys. 
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PART I 

TRIADS IN CLOSE HARMONT 
SECTION 1 

PRINCIPAL TRIADS IN MAJOR 

These exercises are to be worked out in close harmony with three 
notes of the chord in the treble staff, the Root in the bass staff. 
Each should have at least three versions, as the highest tone may 
be the Root, Third, or Fifth of the chord; Exs. 2, 3, and 4 may 
have five or six versions on account of the repeated chords. The 
student is to compare the versions on the piano and determine by 
hearing which is best. 

There are no rules to be observed, except that common tones are 
to be retained in the same parts; that is, if the tone C is conmion to 
the C-chord and to the F-chord, and this tone is in the soprano of 
the first chord, it should be retained in the soprano in the next chord; 
if it is in the alto, let it remain there; and if in the tenor, let it be 
retained in the same part. Where a chord is repeated, the parts 
may change as freely as desired. 

After the various versions have been written out, away from an 
instnunent, they should be heard and reheard in various keys, at 
the instrument, because the effect in sound is the final aim. 

After the working out is completed, each exercise should be used 
for prima vista playing, using keys different from those in the 
written exercise. 
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1. AU keys, t I IV I V 1 1 11 2. G, Eb, A. | I I V 

I IV IV 1 1 V V 1 1 - - II 3. F, Dt, E. 1 1 V V I I IV I V - 
I IV IV I I V V I - II 4. Ab F#, Bi*. I I V V I I IV I 

V V i|iv--|iii|viiv|ivv|i--|| 



SECTION 2 

PRINCIPAL TRIADS IS HARMOniC HIKOR 

The directions given for Section i are to be followed in Section 2. 
All these exercises are to be in harmonic minor keys. Each figure 
or dash represents a pulse or beat; where two figures are joined with 
this sign ^ the note-values are eighths, or two notes to one beat 
or pulse. Do not forget the final testing of each exercise at the 
instrument, or the prima vista playing in various keys. 

5. a,b,g. I I I V I I I IV 1 1 IV 1 1 V - - 1 1 V 1 1 IV IV I 
V V V I I - - II 6. e,/#, c. t I I I V 1 1 IV IV I I V I IV - 

7. c#,/#, bK I I-V I-I 



IIIIVJIVVI 



IV IV I - 



V-IIV-- IV-IVI-V 



V-VI-- 8. g#, ci', <i#. 1 1 V 1 1 1 



V V VIIVIVIIV IVVIIVVIIVIV 



I I I IV I V I 



SECTION 3 

PRINCIPAL AND SUBORDINATE TRIADS IN MAJOR 

In these exercises the subordinate triads in the major mode are 
introduced (II, III and VI). Each pair of chords has one, and 
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sometimes two, tones in common; these common-tones are to be 
retained in the same respective voices, in the same manner as that 
observed in the preceding Sections. Where repeated chords occur, 
the form may vary as desired, though the principle of keeping three 
notes in the treble staff and one in the bass is to be strictly adhered 
to. The student is to determine by ear which progression of the 
bass (Roots) is the best. No doubling other than Roots to be 
allowed. 

Each exercise should be worked out in three forms, (the highest 
note in the first chord may be the Root, Third, or Fifth), while 
five versions, on account of the repeated chords, are easily possible 
for Exs. 10 and 12. 



9. G, Eb, B. 1 1 VI IV 1 1 III V II- I VI IV II V I I V I - 
Iio. C, F#, Ab. I I V Pi I IV II - I II VI ril I VI III - 
VIIirv|lIV-|lVv|l--|| 11. D,E,B^ gl-VIVIII 
V - IIV - - I VI - III V II VI I III - V I - - I 
12. A,Db,F. Illiflll Vliv|ll VIlfviIl|vilvfviII 

vTii Vlll YV I 



So far, the principle of retaining common- 
tones in the same respective voices has been 
observed, but it frequently happens that an- 
other principle, that of contrary motion, 
when applied to consecutive chords, will give 
a better effect than the strict appli- a 



cation of the common-tone prin- F ^ 
ciple can afford; thus A sounds ^^ 
better than b. 
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In A, the three upper parts move down while the bass moves up, but 
in B, the common tone is retained in the same voice, the three other 
parts moving up in similar motion. In reality, there is an effect 
of common tone in a, for the tone A is common to both chords, and 
is merely transferred from the soprano of the first chord to the 
tenor of the second. This principle of contrary motion is especially 
good when the bass progresses upward by leaps of Fourths, from 
II to V, III to VI, I to IV, VI to II, V to I, thus: 



g^— I g^j g 






m 



m 



-^- 



t 



-z^- 



-^- 



■i9- 



,a 



I 



A, where the soprano moves from the Root of the first chord to 
the Third of the second, gives the best progressions, while c, in 
which the soprano part moves from the Fifth to the Root is the 
poorest. The last measure in b is poor on account of the unnatural 
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progression of the leading-tone, while the last measure of c is good 
on account of the natural progression of 2 to i. For special reasons 
of the composer, (the carrying out of a melodic 
figure, or the continuation of a harmonic 
sequence), any of the progressions are entirely 
allowable. When the bass progresses down 
by a leap of a Fifth, as in d, the principles 
of common-tone retention and of contrary motion are both 
carried out. A succession of chords in sequence will amply illus- 
trate both principles. 



7^ 

V I 




The student should now work out Exs. 9, 10, 11 and 12, each in 
at least three versions, applying this new principle of contrary 
motion wherever possible; then compare all his versions, letting 
the ear decide which one is the best in effect. 

These exercises should be used for prima vista playing, carrying 
out, where possible, both methods of chord-connection. 



SECTION 4 

PRINCIPAL AND SUBORDINATE TRIADS IN HARMONIC MINOR 

No new principles are included in Section 4, but some restrictions 
are necessary in the application of contrary motion. In general, 
when the bass (Roots) leaps upward by Fourths, as illustrated in 
Section 3, the three upper parts may move down in contrary motion: 
some of these progressions in minor are of such a degree of for- 
bidding ugliness as to be practically prohibitive. As was the case 
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in Section 3, when the soprano has the Root in the first chord 
followed by the Third in the second chord, as in a, the effect is 
the best. 
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The progressions in B 
are possible except III 
to VI, in which similar 
motion is much better, 
thus: 




^^ 



III VI 



^ — H 



Measure i in c is pos- 
sible, but similar mo- 
tion for measures i, 3 
and 4 is better than 
contrary motion, thus: 
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It should be noticed that contrary motion in II to V is usually good, 
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though similar motion, as in measure 4 of e is better than the 
contrary motion in measure 3. 

From VI to II is generally an ill-sounding progression, though 
possible, thus: 
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In working out the following exercises use both principles, that of 
common-tone retention and that of contrary motion; being guided 
by the hints already given, decide by careful comparison, through 
the hearing, which process or version will give the best results. 
Each exercise should be worked out in at least three forms, but the 
principle of three notes in the treble staff with one in the bass should 
be strictly adhered to. No tones other than Roots to be doubled. 
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13. a, g,/. 1 1 V III 1 1 V I V - 1 V wm VI in^l i liTv i - 

14. &,(;#, e. g I - V I - VI I IV - II V - - 
I - III VI - IV I II - V I - - II |i6. c, eb,/#. I l"v f\ 
vflV II I vTlI flV I 11^ I II [i6. d, 6b, g#. I I IV Til 

V III ."vi I IV I I I V - - 1 1 V T^i I VI II r\ 
III I iv^v I I - - 

It is the usual custom for theorists to strictly forbid the use of 
the augmented Second, the skip from 6 to 7, or from 7 to 6 in har- 
monic minor, but if the prohibition is entirely tenable the harmonic 
minor scale itself must be abolished. The use of the augmented 
Second is very common in the works of all representative composers 
since Bach, and there seems no real reason for its prohibition. 
Certainly there are times when its use will give a questionable 
effect, but there are numerous occasions when it is good, as seen 
in the last measure of e. If the composer desires a certain effect 
inherent in harmonic minor, or the carrying out of a harmonic or 
melodic sequence necessitating the use of this interval, there is 
no one to say him nay. Sane musical judgment in any matter is 
not to be acquired by rules and regulations issued ex cathedra, but 
is possible only after a long, patient trjdng of effects, their causes 
and consequences. 

SECTION 6 

HARMONIZATION OF MELODIES IN MAJOR 

In the harmonization of these melodies, the selection of the 
accompanying chords is to be made from the material used and 
illustrated in Section i and Section 3. No two chords should be 
used in succession whose Roots are on contiguous degrees of the 
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stafl. The principles of three notes in the treble staflF with one in 
the bass, common-tone retention, contrary motion, freedom of 
repeated chords and no duplications other than Roots, should be 
strictly adhered to. 

Each tone in a melody may be the Root, the Third, or the Fifth 
of a chord, but which it shall be can be determined only after careful 
testing of each in the light of the principles already outlined. It 
follows naturally that more than one harmonization of each melody 
is easily possible; for example, Ex. 17 is harmonized in three ver- 
sions, thus: 
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Each exercise should be worked out in at least three versions, 

the student to determine by hearing and comparison which is best. 

The figures in each exercise represent the degrees of the scale 
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used in the melody. There are no skips here greater than a Fourth. 
(Where greater skips than Fourths occur, the simple method of 
indicating such will be shown.) 

17. E>, B. I I 7 2 1 1 3 3"4 2 - 1 2 I 7 7 I I I I -|| 

18. C, AK 4 S 6 3 5 2 I 3 2"3 4 - 1 4 s"2 3 I I 2 7 I - II 

19. D,F#. I3-2I3-4I4-2I3 — I 1-2I7- i|4-4|3-- 

20. E, Bl^. I1-23-11-27--1-76-12 -7 I-- 1 

21. Db, A. 4 I 7 I 6 5 I 6 7 I r2 r2 I I 2 I 3 3 I 4 2 I 3'"4 3 

The melody in each of these exercises may be placed in the 
tenor or the alto, and should now be worked out in that manner. 

SECTION 6 

HARMONIZATION OF MELODIES IN HARMONIC MINOR 

In the selection of the chords that are to accompany these 
melodies the student is to be guided by the principles outlined in 
Sections 2, 4 and 5. At least two harmonizations for each exer- 
cise should be discovered. In the third measure of Ex. 25, the 
melody skips up a Sixth, from 6 to 4; this is indicated by a dash - 
over the 4. (If a skip up greater than a Fourth occurs, it will be 
indicated by a dash over the note to which the melody skips, thus, 
6; while if a downward skip greater than a Fourth occurs, it will be 
indicated by a dash under the note, thus, 3.) 

22. g#, e. 4 I 7 I S I 6 I 7 - I I 2 3 I I I 7 I - 

23. &^/#. ii-23--|3-2i--|3-2i-3|4-2 3-- 

24. c#, a. 4S*653|2 I2.712I3 I3 ^4 42 

323-|i Ti i27|i . 7 i-|| 25. rf,/. 43-2|7-i|642|3-- 
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II 



^6. eb, J. I S 6 4 5 3 I 3 4 5 3 2 I 3 4 S 6 S I 4 3 2"? I 

The melody of each exercise should now be placed in the tenor, 
and the exercises rewritten. 

SECTION 7 

FOREIGN PROGRESSIONS IN MAJOR 

" Foreign Progression '' is the term usually applied to a succession 
of chords whose Roots lie on contiguous degrees of the staflF, as 
C to D, F to G, A to B, etc. When this is the case no common- 
tones are present, and the best progression for the upper parts is 
contrary motion to the bass, as at a. (This is to avoid consecutive 
Fifths and Eighths which, under these circumstances, usually cause 
ill-sounding progressions. See foot-note, page €4.) The Third of the 
first chord may, however, progress in similar motion with the bass, 
while the Fifth and Root (the doubled Root in one of the upper 
parts) move in contrary motion to the bass, as at b . This causes 
the Third to be doubled, and the effect is good in nearly every case. 
The progressions in a or b are all more 6t less usable, according to 
the various preceding or succeeding chords. When IV progresses 
to V, and then V to I, the doubling of the Third in V, as in the first 
measure of c, gives an awkward result on account of the two leading- 
tones; contrary motion between the bass and all the upper parts, 
as in measure 2 of c, is better. When three or more chords occur 
whose Roots are contiguous, as in d, there is considerable room for 
choice in the doubling of the Root or Third, and for similar or 
contrary motion between the parts. (All of d will sound much 
more effective if played an Octave lower than written.) 
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Each of the following exercises should now be worked out in 
several versions, applying the principles outlined for foreign pro- 
gressions, and the various versions compared at the piano to de- 
termine which gives the best effect. In this way the musical 
judgment will become cultivated. For prima vista plajdng these 
exercises will be found of incalculable value. 

37. G, B, EK t I IV^ VI IV I vTy Ilflv II - 
VI ifni I VI I IV V I - II 28. C, F#, D. I I V VI I II - V 

I VI IV I V - - I I VI IV I V III I I II VII V I I - - 
29. E, Bb, Gk 21 II I VII ~ I VII I I VI - 1 VI VII I V VI 
IV V I I - II 30. A, F, Ab. I I - IV VI - V 1 1 - III IV - V 

II V VI IV -v|i 



In the four preceding exercises the foreign progressions are all 
up, while in the four following exercises foreign progressions down 
or up are illustrated. These will elicit no new principles, but very 
interesting and striking progressions may be found in at least 
one version of each exercise. 
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31. C, D, E. 1 1 V VI I V - IV I II III II I V - - I VI V I 
IV II III I V - V 1 1 - - II 38. F#, Ai', Bb. g I II I V - VI 
IV V IV II - - I II III II IV - VII I V III IV I - - 
33. F, E\>, Db. t fy VI~V I - I II~VI VlTvi II - 
VVI Vni IVV ivl I II V I - II 34. B,A,G. tfvivvii- 

ifvi vvi II - 1 iv"i ifvi vn liTi I ii v i - 
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The theoretical prohibition of consecutive Fifths and Eighths or Octaves has some good ground for 
existence, especially in pure four-part writing, yet it is not wholly tenable, for innumerable instances of 
such progressions abound in the works of classic, romantic, and modern composers. The effect in sound 
of the examples here shown is unquestionably good in spite of these forbidden consecutives, (perhaps on 
that account), and in spite of the looks of the progressions on paper. While this is true, the mere tyro 
should not seek out similar progressions, but should keep within the prescribed limits of the various Parts 
as they are developed, remembering that complete freedom comes only to him who masters all the 
ixxssibiiities. 
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SECTION 8 



FOREIGN PROGRESSIONS IN MINOR 

In general, the principles applicable to foreign progressions in 
major are to be observed in minor. The interval of the augmented 
Second is again encoimtered, but the principles explained in Section 
4 are still entirely tenable. The skip of the augmented Second 
down, when in the soprano as in measure 2 of a, is bad, though it is 
possible when in one of the inner parts. This skip up is correct 
when used as in b, whether it be in the soprano, as is the case in the 
example, or in one of the inner parts. 
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Each of the following exercises should be worked out in several 
forms, applying the principles so far outlined, testing the various 
versions at the piano to determine which gives the best result. 

35. d,e,ji, g I IV V VI - IV I II III VI IV - - 

iiiiiviriiv|iv vivi--|| 36. g, e^c. tivvfvi- 
iiTii v"vi IV - I vPiv vHe vPi\ y^Yi | iv iii i - | 

37. ab,/, ft. I \^ vfv 1 1 - 1 iflV vTv 1 1 - I Vfv fll 1 1 - 

II III I I -|| 38. a,c#, ft. I IVVl(lV-Il|v--|viIVV 

III - 1 1 II - - I III I II I V - VI I IV - V 1 1 - - 



SECTION 9 

HARMONIZATION OF MELODIES IN MAJOR, WITH FOREIGN 

PROGRESSIONS 

In the selection of the chords that are to accompany these 
melodies, the student should use only the methods of chord-con- 
nection so far outlined and illustrated. Each melody note may be 
the Root, the Third or the Fifth of the accompanying chord. Each 
melody may have three harmonizations, all more or less good, while 
four or five are possible to most of them. All the harmonizations 
discovered should be compared at the piano to determine which 
soimds the best. 
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39. E,Ab. |3-2|i -2|334|2--|i-2|3-3|442J3~- 

40. D,Bb. I 3-42|3-i-|i-2-|3 |3-4s|6~S-| 

4-2-|3 II 41. B,D>. |3-2|i-7|662|7--|i-7| 

6 - 2 I 3 4 7 I I - - II 42. A, Eb. I I - 2 I 7 - - 1 I 3 4 I 2 - - 

3 34| 2 3 3] 2-7I I -- 

Each melody may be placed in one of the inner voices, alto or 
tenoij and the exercise again worked out. 

SECTION 10 

HARMONIZATION OF MELODIES IN MINOR, WITH FOREIGN 

PROGRESSIONS 

In selecting the chords that are to accompany these melodies, 
the student should be guided by the principles so far outlined and 
illustrated. At least two versions of each exercise should be dis- 
covered, and compared at the piano. 

The markings in the second and sixth measures in Ex. 44 
indicate a dotted eighth note, a sixteenth, r^^r-rt s . * -^ 




and a half, thus: c v);4 t ^ j; ; | 

43. d,g. |i7is|645-|6S53|423- 

44. eb,/#. |5.456|s.3i-|i.7i2|3--|4 .^23^ 

S • 6 s-| S • 7 I 6| 5--|| 46. &,c#. g I -s 3--I4245-- 
6-s 3-4(2 I 23--|| 46. &b,c. I i-2|7--|i34|2-- 

334I 2 33I i-yj I-- 

The melody in each exercise may be placed in one of the inner 
parts and the exercise again worked out. 
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SECTION 11 

MODULATION FROM MAJOR KEYS INTO RELATED KEYS, 

MAJOR AND MINOR 

This Section illustrates simple modulations from major keys into 
related keys, major and minor. The exercises show the modulation 
from a major key into its dominant key, and return; from major 
into its subdominant and return; into its relative minor, and return; 
into the relative minor of its dominant, the mediant, and return; 
into the relative minor of its subdominant, the supertonic, and 
return; and into its tonic minor, and return. If C were taken as the 
initial key, these relations might be shown thus; from C to G and 
return to C; from C to F and return to C; from C to a and return 
to C; from C to e and return to C; from C to d and return to C; 
and from C to c and return to C. 

In each case the introduction of the new key is made through a 
chord common to both keys, as shown in Harmony and Ear- 
Training, Chapter VI, paragraphs 198 to 205. At the point in 
each exercise where two figures occur, one above the other, the 
upper figure indicates the chord in the old key, while the lower 
figure indicates upon which degree this same chord occurs in the 
new key, the exercise remaining in this new key imtil a similar mark- 
ing is reached; for example, Ex. 47 might appear as at a. In the 
case of the change from the major key into its tonic minor, the V in 
both keys is identical, yet the same manner of indicating the point 
of change is used. Ex. 52 with C as the initial key appears at b. 
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The change from a major key into its tonic minor, or from a 
minor key into its tonic major, is not a modulation in the real sense 
of the term, but is simply a change in quality or mode. 

In working out these exercises the student should remain entirely 
within the prescribed limits of the principles explained in this Part. 
Each exercise should be worked out in at least three versions, and 
comparisons made at the piano to determine which is the best. 

47. Eb, G. I I - VI IV I V - III - I VI - V - I I V I - I 

I ' 11/ ' ' 

I-VVI |l-VI-|lV-V-|lVI- 

III 7 ' ' 

48. F, A. g I - V VI - IV I VI IV V I - - 1 1 - II VI - V I 

I / 11/ 

VI II V I - - II 49. D, F#. I I - IV V I VI - IV -| II - V - I 

IV / 

ivi-|i-ivv|vi-iv-|ii-v-|iivi- 

' " 'VII/ ' 



20 HARMONIC PART-WRITING 

50. BSD. ti-ivv|iii-vi-|iv-v-|ivi-|i-ravi 

I / 

iv-iv-lii-v-|iiii-|| 51. c, A>. giivnv-vi 

VI / 1/ 

iv-vir-|ivviiii-iv|n-vi--|| 

•ll/ ' " 

5«. E,GsB. I i-iv|v--|v-vi|ii--|ra-vi|ii-i 

' V / 

IV - II 1 1 - - 1 V - VI I III - -| IV - v| n --|v III i| VI - IV 

III II V 1 1 - - II 



SECTION 12 

MODULATION FROM MINOR KEYS INTO RELATED KEYS, 

MAJOR AND MINOR 

In this Section, modulation is made from the initial minor key 
into its dominant minor key and return; from minor to its sub- 
dominant minor and return; from minor into its relative major and 
return; from minor into the relative major of its dominant minor 
and return; from minor into the relative major of its subdominant 
minor and return; and from minor into the tonic major and return. 
For instance, if c be taken for the initial key the modulations would 
be as follows; from c to g and return; from c to/ and return; from 
c to Et' and return; from c to Bb and return; from c to A^ and return; 
and from c to C and return. As was the case in the preceding 
Section, the modulation is effected through a chord common to 
both keys. The student is to keep within the prescribed limits 
of this Part in working out these exercises. Each exercise should 
be worked out in at least three versions and these compared to deter- 
mine which gives the best effect. 
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63. d,a. |iivi|i-v|vnvv|i--|ivvnv|v-vi 

IV /I ' I / 

IVIIv|l~|| 64. e,b. |IVl|lV-|viIl|l-|lVn|lIIVI 

IVTl|l-|lIv|l -|iv|vi-|v IV( III VI I IV V I I -| 

66. /#,<:#. g I - V VI - - 1 IV - V I - - 1 VI II VII V - I 

II / n / 

n-vi--|| 66. g#, d#. I I -v i--|i-vi-- 

' II / 

niiiv-vi|iv-vi--|| 87. h\>j. |ivnv|vriiiv 

VI VI IV I V .III V 1 1 III V I VI Hn II I V VI V 1 1 - - I 

1/ ' '1/ ' ' ' 

68. c,g,e^. H - V I VI - - 1 IV - 1 1 V - - 1 V - V I VI - IV 

v/ 
n-v|i--|i-v|vi--|iv-i|v--|v-v|vi-iv 

n - V 1 1 - - " 

The exercises in Section 11 and Section 12 will be found of great 
value for prima vista plajdng at the piano. They should be trans- 
posed into various keys, with three forms for the treble part. 
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TRIADS IN OPEN OR DISPERSED HARMONY 

SECTION 1 

PRINCIPAL TRIADS IN MAJOR 

The working out of these exercises in open or dispersed harmony 
requires no new principles. Each exercise may be worked out 
strictly according to the principles in Section i of Part I, and then 
the alto part placed down an Octave, causing it to become the 
tenor part, while the original tenor part now becomes the alto; 
thus Ex. 62 might be written as follows in the key of C. 
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A I and A 2 are identical except that the alto of a i is placed down 
an Octave in A 2, making it the tenor, while the tenor in a i becomes 
the alto in A 2. The same method is used in a 3 and a 4, and again 
in a 5 and A 6. 

It will be seen from these six versions what a large range of choice 
is possible even with the simplest material, for these by no means 
exhaust the possibilities of this one exercise. 

In working out the exercises in open harmony, it will be wise to 
prevent an interval of more than an Octave between the soprano 
and alto parts, or between the alto and tenor; this restriction does 
not apply between the tenor and the bass, which may be even two 
Octaves apart. If the upper parts are separated by more than an 
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Octave, the effect is usually very thin and weak. Sometimes the 
best progressions for the bass necessitate the tenor and bass uniting 
on the same tone. (For the illustrations of these points see a 2, 
A 4 and A 6.) 

Several versions, all in open harmony, should be discovered for 
each exercise, keeping strictly within the limits of Section i. Part I> 
regarding common-tones, nothing doubled other than Roots^ 
freedom of repeated chords, and keeping the upper parts within the 
above mentioned range. The versions should be compared at the 
piano to determine which gives the best result in sound. For 
prima vista playing in various keys at the piano, these exercises 
will be found of great value. 

59. G, B, D. I Pi V - I flv IV - 1 1 - vv 1 1 - - II 

60. Db, F, Ab. gIVVI--|lV-IVIV-|lIVIvflVI-| 
V - V I - - 1 61. A, F#, Bb. I I - V V 1 1 flV I - 1 V - V I [ 

IV |i~i i|v .'^ IV-|lV-v|l PlV I - 

62. G>, E, Ab. I I IV ."l I V V - 1 1 I 1 1 V - - 1 1 IV Tl [ 

vv-|i-iv|i-- 

It will be excellent practice to write nimacrous exercises in open 
harmony for voices, in score, soprano, alto, tenor and bass, as at 
a; use the tenor clef sign on the third space for the tenor part, as 
it is so often done in modem vocal score. This places middle C 
on the third space, causing the tenor part to be written an Octave 
higher than it soimds, or sounding an Octave lower than written. 
It will also be excellent practice to write these exercises for string 
quartet in score as at b, for first violin, second violin, viola and 
cello, using the regular viola clef sign for that part. This places 
middle C on the third line. 
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Ex. 6a, version a a in vocal score. 
A Soprano 




Alto 



Tenor 
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- g > , " 




Bass 



9 !'.' J r • J^ 



^E 



Q 



■ ■* ■■ ^^ ■<• 



• — ^ 



-<9- 



Ez. 6a, version A 6, in string quartet score* 
B 1ST Violin 



f^=§# 
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OPEN AND CLOSE HARMONY IN ALTERNATION 

It is not necessary to limit an entire exercise to open or to close 
harmony forms, for the two methods of voice-disposition may 
alternate in the same exercise, part being in open, and part in close 
harmony. Thus the melody in the A i or the A 2 version of Ex. 62 
may be harmonized as in a 7 or A 8, partly in open, and partly in 
close harmony, giving variety and more melodic content to the 
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inner parts. This allows more room for choice in arranging the 
harmonization of a melody or the melodization of a harmony, 
as Ex. 62 now appears in eight versions (with still one more in a 9), 
in all of which the harmony is kept intact, with all the chords in 
fundamental form, and the strict principles of preceding Sections 
still adhered to. Other versions for the same harmony are easily 
discoverable within the limits of the few principles so far ex- 
plained. 

At least two versions of Exs. 59 to 62 should now be arranged, 
with alternations in each between close and open harmony, mak- 
ing the inner parts as melodious and as singable as possible. 

Ex. 63, version a 7. 

open close open close open 







■f==± 



Ex. 63, version A 8. 
close 



open 



close 



r t" ^ 




THE DUPLICATION AND OMISSION OF CERTAIN TONES 

(These advanced principles may be omitted for a time, if the 
class is not ready for them. The teacher is the only judge in such 
cases.) 

Up to this point, in the working out of exercises with principal 
triads, no duplications other than Roots have been allowed, (except 
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in Sections 7 and 8 in Part I, where foreign progressions are illus- 
trated), nor has the omission of any tone been allowed. 

In good part-writing it is not necessary to exclusively limit 
duplications to the Root, nor is it necessary to have every tone 
of a chord present under all circumstances. The Third or the 
Fifth of a chord may be doubled, the Root may be trebled or even 
quadrupled, while the Fifth, and sometimes the Third and the 
Fifth in the final chord of an authentic cadence, may be omitted. 
These principles are illustrated thus. 
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In the above examples, from the first to the tenth segment, 
except five and seven, also in the thirteenth, sixteenth, eighteenth 
and nineteenth, the Root is trebled and the Fifth omitted. In the 
seventh, fourteenth, fifteenth and seventeenth segments the Root 
and Third are both doubled, and the Fifth omitted. In the 
eleventh, twelfth, and thirteenth segments the Root is quadrupled, 
and the Third and Fifth both omitted. In the fifth and sixth 
segments the Third is doubled, while one Root and one Fifth are 
present. In the nineteenth segment the Fifth is doubled. In each 
case the effect is good and entirely legitimate. The doubling of 
the Fifth is usually the one to avoid, while the Third in V when 
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used in a cadence into I as at segment 23, or otherwise, is bad on 
account of its tendency as leading-tone. 

When the doubled tone occurs between the tenor and alto, or 
between the tenor and soprano, or between the alto and soprano, 
the best procedure is to approach and leave the doubled tone, 
whether it be an Octave or a Prime, by contrary or oblique motion, 
though this principle is not obligatory under all circumstances. 
(Oblique motion is the term applied when one voice remains station- 
ary while another moves.) This principle is illustrated in seg- 
ments two to nine, in thirteen to fifteen, and in eighteen and nine- 
teen. The bass part is usually freer, but in the majority of cases 
if the Octave is approached by similar motion it is better to leave 
it by contrary or oblique motion. In a final cadence, as in seg- 
ments nine to twenty- two, any kind of. motion, and all duplica- 
tions may be allowed, except the doubled Third in V, as in segment 
twenty-three. The imison passages in segments twenty, twenty- 
one, and twenty-two are very good, making strong and forcible 
cadences. 

In version A 9 of Ex. 62, some of these methods of duplication 
and omission are exemplified, resulting in greater freedom and 
individuality for the three upper parts. 



Ex. 62, version a 9. 
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The various versions of Exs. 59 to 62, as well as those for Exs. i 
to 4 should now be rearranged with these new principles as guides, 
more melodious and singable parts for the three upper voices being 
sought. 
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SECTION 2 

PRINCIPAL TRIADS IN MINOR 

The exercises here may be worked out in close harmony (three 
voices in the treble clef with the Roots in the bass) strictly accord- 
ing to the principles of Section 2 in Part I, and then the alto placed 
down between the bass and tenor parts, causing the alto to become 
tenor while the original tenor part now becomes alto; this is ex- 
actly the same procedure as that followed in Section i of this 
Part. 

No interval greater than an Octave should occur between the 
alto and the soprano, nor between the alto and tenor. When the 
treble and bass clefs only are used, the alto and soprano parts 
should be written on the treble staff, with the tenor and bass on 
the bass staff. At least three versions for each exercise should be 
discovered. 

' 3. J,/, g^. I Til .^ I fiv IV Ti I V 1 1 1 V - - 1 Ti I .Tv 

I^V ri|vnv7v|l--|| 64. e,g,b^, iiirv|riiv- 
Tiv 1 1 1 V - - 1 1 V Pi I ivlv i - | v"i v v 1 1 - - 

65. /#,a,c#. |I .^Il| V riIV-|lV .llVIv|ri VI- 

66. eb, 6, g. I rV I Pi I vPiw I vPdj 1 1 IV I I V - - 
rV V Piv I Pv V riv I Pi fv Piv 1 1 - - II 



OPEN AND CLOSE HARMONY IN ALTERNATION 

Each exercise may be rearranged, with open and close harmony 
alternating, as explained in the corresponding division in Section i. 
At least two different versions for each exercise should now be dis- 
covered with this principle as a guide, the student attempting to 
make the upper parts as melodious and as individual as possible. 
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THE DUPLICATION AND OMISSION OF CERTAIN TONES 

The tones of the principal triads in minor may be duplicated or 
omitted in the same manner as in the major mode, as illustrated 
and explained in the corresponding division of Section i. The 
omission of the Fifth of the minor chords I and IV, gives a result 
that is not as satisfactory as the omission of the Fifth of a major 
chord. The reasons for this are given in Harmony and Ear- 
Training, Paragraphs 101-103, 128, 134-138, 141-143, and 645- 

653- 
Rearrangements of Exs. 63 to 66 should now be made, with 

duplications and omissions of tones, the student attempting to 

improve the versions already discovered. 



SECTION 3 

PRINCIPAL AND SUBORDINATE TRIADS IN MAJOR 

These exercises may be worked out entirely in accord with the 
mechanical principles of common-tones, no duplications other than 
Roots, etc. ; or according to the more flexible principles of contrary 
motion, duplications and omissions of tones, and freedom in move- 
ment of the upper voices as explained in Section 3 of Part I, and 
Section i of Part II. 

The duplication or omission of tones of the subordinate triads 
is governed by the principles explained in Sections i and 2 of 
Part II. When the bass, or Roots, follow a definable sequence as 
in Exs. 68, 70, and 71, the student should discover equally good, 
or better sequences in the form of melodies for the upper parts. 
Each exercise may be worked out entirely in open harmony, or the 
open and close harmony forms may alternate, the guiding consider- 
ation in every case being the discovery of singable upper parts. 
Several versions for each exercise should be discovered and com- 
pared to determine which is best. 
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«7. G, A, E. I I - VI IV I II - V - 1 V - III VI I II 

V-IIII|VI-IV-|II-V-|HVI-|| 68. Eb.F.C. Ilfvil 

IV II - 1 II Tvi n II I V III - 1 liTVi ii fv I ifv i Hv 
viiiv|i--|| 69. B, c#, Ai'. ^i-lm-lvi-liiiilii- 
iv - 1 VII - 1 in III I III - 1 V - 1 1 - 1 IV iv| i-| v-l v-li- 

70. F#, D, Bb. I I .^ I VI I I^TlV II - I n rVl II V 

vv III - I iiTvi II II I iPv ii|vi-iv|i-- 

71. E, Gi', D!'. I I VI I IV - II VII I V - III I I VI IV II V 

I - 1 III I V - II IV I VI - in VI I IV II V V 1 1 - 

SECTION 4 
PRINCIPAL AND SUBORDINATE TRIADS IN MINOR 

The directions for Section 3 are here applicable. In addition it 
should be noted that the leading-tone in minor is nearly always a 
poor tone to double. When the chord on VII is used and some 
tone is to be doubled, the Third of the chord is the one to select. 

Each exercise should be worked out in several forms and the 
versions compared to determine which gives the best result. Open 
and close harmony may alternate, pr the entire exercise may be 
kept in open harmony, the guiding principle again being the dis- 
covery of melodious, singable, and individual parts. 

w d,g,j. |rvii|vivi-|ivTivii|viii-|vriiiviiv| 

IIV-|l-Iv|l--| 73. ei'.ai'.c. |I.^IIVIIv|lIVIIIl| 
I fv I IV I VI IV I - II 
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74. c#,/#, a. % fvi I IV - ifvii I V - nTi I VI IV irv 

I - fill I V - iPiV I VI - Ilfvi I IV II v^v I I - 
76. /, 6^ e. %! .Til in 1 1 VI Tl I VI I IV VI VI ivl I — 

IV rvi VI IV I II fiv II VII I V - V - 1 1 ivTv I - II 

SECTION 6 

FOREIGN PROGRESSIONS IN MAJOR 

No new principles are included here, as those explained and 
illustrated in Section 7, Part I, and the preceding Sections of this 
Part are all that are necessary. As modem music is so largely a 
"Melodization of Harmony " the student should seek for distinct 
and individual parts for the upper voices. To accomplish this, he 
may use open and close harmony in alternation, contrary or similar 
motion ; the common-tones may be retained or transferred to finother 
voice, and duplications and omissions of tones may be used as 
occasion demands. 

Several versions for each exercise should be discovered and 
compared. 

76. D, Ab. I I - IV V I VI - III - I IV V HI IV 1 1 

II-VVl| V-III-|lV-II-|l II 77. BSE. 1 1 II I 

V - VI I IV V IV I II - - I II III II I VI - VII I V III IV 1 1 - - 

78. F#, D>. I I VI I V - II VII I VI - III II 1 1 III ivlv VI 

V - I III I IV - VII II I III - VI I I II V I V 1 1 - I 

79. A, Eb. g I V VIII-v|lIVVl V--|VIIIIIVIII-VI 
IV - V I - - II 80. G, BK I I - VI I IV - V 1 1 III IV I V - - 
VI - IV I II - III 1 1 II V 1 1 - - 
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The *^ Melodization of Harmony " means that the harmonies 
accompaaying a melody are an inseparable part of such melody. 
If the particular harmonies accompanying a melody be changed 
the melody itself will have lost its character. The harmonies are 
not a mere background in a picture in which a melody is supreme; 
instead, the harmonies and the inner melodies arising therefrom 
are in the foreground, and are as much a " subject " as the melody. 
In modem appreciation, " harmonic idea," or the " harmonic mo- 
tive " has coriie to be a distinct entity, the melodic motive no 
longer being supreme. The selection and development of the har- 
monic motive is a subject demanding constant attention on the 
part of the student, whether he be a beginner or a more mature 
composer. 

SECTION 6 

FOREIGN PROGRESSIONS IN MINOR 

The general directions given in Section 5 are here applicable. 
As the minor mode contains so many more dissonant intervals 
than the major, greater care is necessary to insure melodious and 
musical upper voice-parts. 

81. 6b, c#. iirvviv|i.^vi-|vi riivvi|iv rvvi-| 

IV Pii III 1 1 IV n I VI I V - IV - I I 11 

S2. e, g#. g I - VI IV - V 1 1 III VI V - - 1 V - III I - VI 
V IV V I - - II 83. c,/#. I I - V I VI - IV I V - II I III II - 
I - II I III - VI I VI IV V I I - - II 84. a,/. 1 1 V VI I IV - II 

v--|viivv|iii-i|ii--|iiini|vi-iv|vviii|i--| 
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SECTION 7 

MELODIES IN MAJOR 

The harmonization of these melodies will require no new prin- 
ciples; those explained and illustrated in preceding Sections may 
enter into the working out of these problems, as occasion demands. 
Several versions for each melody should be discovered, and these 
compared to determine which gives the best result. 

In melodies which begin on a non-accented pulse, or on the domin- 
ant, or with a tone belonging to the dominant chord, as in Exs. 88, 
89, 91, 92, 93, and 94, the opening tone or tones may be taken by 
the soprano alone as in 89 b and 92 a; or they may be sung in uni- 
son as in 88 a, 89 d, 91 a, 92 b, and 94 a; or chords may accompany 
these tones as in 89 c, 91 b, 92 c, 93 a and 93 b, and 94 b. 
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SECTION 8 



MELODIES IN MINOR 



The harmonization of these melodies requires no new principles; 
those of preceding Sections may be applied as occasion warrants. 
Several versions for each melody should be discovered, and these 
compared to determine which is best. 
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SECTION 9 



MODULATION 



All the exercises in Section ii and Section 12 of Part I should be 
rearranged in open harmony with alternations between open and 
close harmony, and with various omissions and duplications of 
tones, as explained and illustrated in the preceding Sections of 
this Part. 

The following exercises are from an initial key into various other 
keys more or less remotely related to this initial key, through the 
relations of chords common to the various keys. Some of the 
modulations require enharmonic changes In the common chord, 
but the figuring points the way in each case. Several versions for 
each exercise are possible, while at least two may be discovered that 
will yield a very satisfactory result. 
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101. E, C, Bb. I I II V VI - V 1 1 IV II V - - V VI IV 

II IV II 

I I III I IV II V 1 1 - - II 103. Ab, F#, D. I I I I V - V V 
V IV 

i-i v|iiiiiv|i-iv|v-viv|i-vv|vivvviiiv|i-t 

IV ' II ' IV' IV ' 'l * ' 

103. A, D^ B. I I .^ I ri I I rV I fl I vfV I VI 

* minor ' 

\T HI 



I 



II . VI- VI . VI V . V IV . I V . V II . II VI . IV V . V I- 

' IV 'i . iv' ' 

104. c,e\a. I I - I I IV - IV I V I IV I V - - 1 III - III 

m 

VI -VI I VI VI IVJ V - - 1 1 - 1 1 1 -1 1 1 V III I VI --| II- V 
I IV IV 

III - VI I II V IV I I - - II 106. b,d,cili. I 1 1 1 V V I V vflV 

I I II ' I ' I 

V - I V V I V VI I VI IVV I VI - 1 IV IV I V V I VI ifll I VI - 
I J I I I I ' I ' I ' ' IV 

IV III I VI VI I II iiTv 1 1 - II 



SECTION 10 

BORROWED TONES AND CHORDS. CHORD-SUBSTITUTION 
WITHOUT DESTRUCTION OF THE "KEY-CENTRE" 

(Before these subjfects are taken up the student should become 
quite familiar with Paragraphs 520 to 549 inclusive, of Harmony 
and Ear-Training.) 

In example a, page 41 , the melody proceeds strictly according to 
the key of C, without deviation to the right or left, no " side- 
stepping " being allowed. 
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While the term " side-stepping " may be condemned as slang, 
yet it expresses and conveys the meaning more clearly than any 
other English term discoverable. 

In example b the main essentials, melodically and harmonically, 
of example a are kept intact, but it is much more graceful and 
pleasing. Some deviations from the path of strict diatonic recti- 
tude are permitted, and the result is a decided improvement on its 
puritanical predecessor in a. The foreign tones in b, (F#, G#, 
D#, C#, and A#) do not belong to the key of C, but are "bor- 
rowed " from nearly related keys; the F# is *^ borrowed " from the 
dominant key; the G# is " borrowed '' from the relative minor; 
the D# is " borrowed '' from the relative minor of the dominant 
key; the C# is " borrowed '' from the relative minor of the sub- 
dominant; and the A# (its enharmonic equivalent Bb) is "bor- 
rowed ^' from the subdominant key. 

Persons who cannot rid themselves of the notion that A# 
and Bb are different tones and therefore cannot accept the latter 
" borrowed " tone, may rest easy, for A# may be considered as a 
" borrowed ^' tone from the dominant major to the relative minor of 
the original dominant It is the custom for '' theorists " of various 
kinds to insist that there is a distinct difference, between enhar- 
monic tones, citing as proof violinists and other string players who 
claim to make these differences in playing their instruments. If 
such players really do make these differences, then they play much 
out of tune when playing with piano, with orchestra, or with any 
instruments tuned according to the tempered scale. On the other 
hand, if these players do play in tune when playing with piano, 
orchestra, or tempered instruments, then it is impossible to make 
the enharmonic differences. There is no possible middle ground 
of compromise. 

Most emphatically these " borrowed " tones are not " raised 4, 
raised 5, raised 2, raised i, and raised 6 " of the key of C, for if 
they are, then the key of C is a chromatic key as all the chromatic 
tones are in the example. Nevertheless, the tone C is the accept- 
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able, final point of repose for the whole phrase, and the key of C 
is the " key-centre " for the whole. All the keys from which the 
"borrowed'' tones are taken are closely related to the ** key- 
centre," but the deviations are so brief, the " side-stepping " so 
transitory, that the main harmonic path of the melody is not 
interfered with. These " borrowed " tones are mere harmonic or 
melodic embellishments, mere passing tones, or tones of but passing 
importance. 
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fcd: 
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This principle of " borrowing " tones may be extended to chords; 
thus example c is entirely within the limits of C, while example d 
** side-steps " into related keys, but not sufficiently so as to entirely 
displace C as the " Key-Centre," or C as the Point of Repose. 
The augmented chord on G in the first and seventh measures of 
example d is " borrowed " from the relative minor of the dominant 
key, and is " substituted " for the major chord on V. The aug- 
mented chord on C in the second and third measures is " borrowed " 
from the relative minor key, and is " substituted " for the major 
chord on the tonic, I. The major chord on D in the fourth measure 
is " borrowed " from the dominant key, and is " substituted " for 
the minor chord on II. The major chord on E in the fifth measure 
is" borrowed " from the relative minor key, and is " substituted " 
for the minor chord on III. 
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These " borrowed " or " substituted " chords clearly suggest 
other keys, as the markings under the example show, but the modu- 
lations are so brief and so transitory in character that the " Key- 
Centre " is not sufficiently displaced for the ear to lose C as the 
ultimate Point of Repose. Nevertheless, these " borrowed " 
chords do not belong to the key of C, and it is entirely false to name 
them '* altered major or minor chords in the key of C," for they 
are not such, any more than a foot extended by an inch, or short- 
ened by an inch, is an " altered foot." 
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There is no difference whatever between these very transitory 
modulations and permanent modulations, except that in a tran- 
sitory modulation the new Point of Repose is merely suggested, 
not fixed, while in a permanent modulation the new Point of 
Repose is not only indicated but is definitely fixed. 

In example e, the " borrowed " chords are produced from 
chromatic passing tones. In the sixth and seventh measures are 
seen two chords " borrowed " from the tonic minor key, and " sub- 
stituted " for the chords on corresponding degrees of the major key. 
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To the accepted principles of passing tones, and passing chords, 
should be added the principle of " passing keys," suggestions of 
new keys different from the chosen " Key-Centre " but not per- 
manently iixmg a new '* Key-Centre,'' or destroying the old " Key- 
Centre." 

In example f the path of strict diatonic rectitude is kept with 
the usual result of stiffness, while in example G the " borrowed " 
chords or the " passing keys " make the phrase much more musical 
and pliant. The " passing keys " are indicated by the figuring 
under the example. In example h the first and third chords in 
each measure, excepting the seventh, belong to the key of C, and 
the " passing keys " are indicated under the example. In exam- 
ple I some of the "passing keys" are so far removed from the 
original key as to completely destroy the original " Key-Centre," 
and C is accepted by the ear as the final Point of Repose simply 
because all the elements of the " Key-Centre " C are heard in the 
last seven chords. 
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Example j shows a "borrowed " or " substituted " minor chord 

on IV in the place of the major chord on that degree, while example 

K shows a " substituted " minor chord on V in the place of the 

major chord. 
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Certainly the chords in example i cannot be considered "Altered 
Chords in the key of C," nor can the chords causing the brief 
transitions, the " passing-keys," in examples h, g, e and d be 
so explained, for the principle involved in each is identical, and 
the result would be complete loss of " key-entity." 

Every chord is a distinct entity in itself; these entities may be 
combined in a manner which prevents a key-entity from emerging, 
or becoming fixed, as in the exercise at the top of page 46. 
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Or again, the chord-entities may be combined in a manner that 
causes definite key-entities to emerge, these merely being sug- 
gested, or lasting a longer time as the composer wills. Again, these 
key-entities may succeed one another very rapidly, being mere 
suggestions, causing a kaleidoscopic effect in tone-color, with 
constant shifting of the key Point of Repose. 

The whole " theory " of " Altered Chords '' and its attendant 
misconceptions is false, having no factual foundation whatever. 

Nearly all the exercises of preceding Sections, melodic and har- 
monic, are susceptible of improvement by the application oif " bor- 
rowed " tones and " borrowed " chords, with brief transitions or 
" passing-keys.'' The student should experiment with many of 
these until the best solutions are discovered. A word of caution is 
necessary, for too much shiftiness in key-centres will result in 
harmonic incoherence and harmonic shiftlessness, and, as stated in 
preceding Sections, the selection of a good harmonic framework 
is a very necessary matter. 



PART III 

INVERTED CHORDS 

SECTION 1 

PRINCIPAL CHORDS IN MAJOR 

The first and second inversions of chords are indicated with the 
letters " a " or " b " under the degree-numeral ; thus I indicates the tonic 
chord with the Root in the bass; I indicates the tonic chord with 

a 

the Third in the bass; and I indicates the tonic chord with the 

b 

Fifth in the bass. The letter " a " under the degree-numeral signi- 
fies that the chord is in first inversion, while the letter " b" under the 
degree-numeral signifies that the chord is in the second inversion. 

The use of inverted chords will obviate the rather ungainly pro- 
gressions of the bass necessitated by fundamental chords in Parts I 
and II, and will permit the bass to become as melodious as any 
one of the three upper voices. Next to the soprano, the bass 
should be the most melodious and singable part. 

As the Third is in the bass when the first inversion of the prin- 
cipal chords is used, it is not advisable to double it in any other 
part; instead, the Root of the tonic chord may be doubled, as in 

A, E, F, G, H, I, J, Q, R, s, jj, KK, LL, and MM below, the Root of the 
dominant chord as in b, p, q, r, s, t, u, v, w, x, jj, ll, and mm, and 
the Root of the subdominant chord as in c, d, and the second 
measure of t; or the Fifth of the tonic chord may be doubled as in 

B, o, p, and T, the Fifth of the dominant as in a, and o, and the 
Fifth of the subdominant as in nn, go, pp, and qq. 

In the second inversion of the tonic and subdominant chords 
the Root, Third, or Fifth may be doubled as seen in c, d, e, f, g, i, 
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J, K, L, M, N, AA to II, and NN to TT, but when the tonic chord in 
second inversion is used in a half or an authentic cadence the Fifth 
is the better tone for doubling. In second inversion the Root or 
the Fifth of the dominant chord may be doubled, but as the Third 
is the leading-tone it had better be avoided as a doubled tone. 
Whichever tone is doubled in either inversion care must be exer- 
cised to avoid consecutive Octaves. The repeated Octave C in 
QQ is good because there is no movement in either part. 

If the base and tenor lie close together, and the alto and soprano 
are also close together, the effect of an Octavo-distance between 
the tenor and alto is poor, aS seen in h, second pulse. If the three 
lower parts lie close together the distance of an Octave between 
the alto and soprano will be good, as seen in q, r, s, t, x, and cc. 
If all the parts are relatively placed as to distance, an Octave be- 
tween any two parts will be good, as seen in jj, kk, ll, and mm. 

In BB, the leading-tone skips down to the Fifth of the tonic 
chord, and while such a skip is commonly met with, the effect is 
not as good as in aa. If the Fifth of the tonic chord is desired for 
reasons of fullness then dd or ee is better than aa. 

In JJ to MM, the first inversion of the tonic chord followed by 
the first inversion of the dominant chord is illustrated. 

From long association, the second inversion of the tonic chord 
on an accented pulse seems to demand a cadence, half or authentic, 
hence it is usually advisable to avoid this unless the cadence effect 
is desired. 

These forty-six illustrations are all possibilities from the accom- 
panying exercises, and disclose the numerous opportunities for 
varied and melodious voice-progressions in the several parts. 
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Numerous versions are possible for each exercise and several 
should be discovered and compared to determine which gives the 
best result. 

106. C, Eb. I I .^ I IV 1 1 V I - 1 IV .1 IV ll IV I V - I 

ba 'b a' a b'ab ' 

I .^V I IV I I IV I - I IV .^I IV IV 1 1 V I - II 

a a*b a' a a»b I* 

107. Dt, F. I I IV Tl 1 1 V - 1 1 V 1 1 1 - V 1 1 V 1 1 V I IV I 



I - V 1 1 - - II 108. Ab, B. t I V 1 1 I IV IV I V 

b a a a b 

109. G>, D. ^ I .^ 1 1 IV 1 1 IV 1 1 - 



IV IV I 

b b 



I V I IV 

a b 

V II V I 

a 



I-V-I.VIVIIVIVI.IVIIVIVI- 



a ' b 



b a 



110. E, G. t I V I .^ I I IV I V I I IV I Pi I V I V - 1 

ba a* ab *aab a'b ' 

ivinvliiivlivirijivi- 



a ' b a b 



a b 



a ■ b 



SECTION 2 



PRINCIPAL CHORDS IN MINOR 



The illustrations of possible voice progressions for the principal 
chords in major in Section i of this Part are entirely applicable to 
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the principal chords in minor provided the signature in the illus- 
trations be changed to c. Several versions for each exercise 
should be discovered, and these compared. 

111. c, eb. gl-V I-l|lVIVIV--|l-VI-IV 



a b a b 



IVIVI--II 112. a^,f. tI-IVl|l-V-|l-Vlll-V- 

b b " b ' • a ' b 

I-Vl|viIV-|l-V-|l II 113. c^,g. I I - V 

a b a a b a 

i-iv|i-iv|i--|vi-|vi-|i--|v--|i-v|i-v 

ab 'a a b 'ab a 

IIV-|l-v|l-Iv|l-Iv|lY-|l-- 

a b a b a b 

114. J!',/*. 1 1 rv I fiv 1 1 V I - 1 IV n IV fi I IV I V - 

ba 'ba' a b'ab 

I rv I riv 1 1 IV I - 1 IV n iv .^ 1 1 v i - 

a a I b a ■ a a I b 

115. g#,ft. I i-v|i-v|iivi| v--|i-iv|i-i|v-i 

baa ab aabab 

v--|i-v|i-iv|iii|v--|i-v|i-ili-v|i-- 

' a' a'bab' 'ab' a'b ' 

The exercises in Sections i and 2 of this Part should be used for 
prima vista playing in all the principal major and minor keys. 

SECTION 3 

HARMONIZATION OF MELODIES WITH PRINCIPAL CHORDS 

IN MAJOR 

No new principles are needed for the harmonization of these 
melodies, as the principles of doubling and voice progression illus- 
trated in Section i are here applicable. As before stated, the 
melodic quality of the bass is now an important factor in the 
proper solution of these exercises. Nothing but the principal 
chords in the major keys should be used. 
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116. G, Bl'. is . 65 . 3| I 23-J4.56.4J3-2- 
3 n I . 4I3 2S-|6 . 43 . 5|2-i-|| 117. Et, C. I17- 

i6-|456|3-2|i23|4 56|5i7|i--|| "»• E, Db. ^ i Ta 
35|6i|7-|i7i6|s653|4s|2-|i.2|35|3i|2- 
3. 2|i6|57|i-|| 119. D, B. I 3 . 2 I 3 I 4 - 6 I 5 - I 
7--|i.7i6|s-3|i-3|2--|3.2 I 3|4-6(s-3 
2--| I . 7 I 6|5-4|3-2| I-- 

SECTION 4 

HARMONIZATION OF MELODIES WITH PRINCIPAL CHORDS 

IN MINOR 

These melodies offer opportunity for no new principles, those of 
the preceding Sections in this Part being all that are needed for 
guidance. 

120. g, e. |56.5|345-|34.3|I23-|sI.7|I65- 
S . 4 3 2 1 1 - - II 121. /, df. |i.7i6|s3s|6 . 564 
312I1.235I4 • 56i|3 . 231I7 2s|i . 7 16 
S35|6 .564I312I1.23SI4.561I7. 123I Ps i| 
12a. a,/#. I5 I 3 2I5 72 iji . 234s6|s — I6546I5431 
i.232i5|6--|si32|572i|i.2345i|7-- 
I'7i65|5.6s3i|i.23is6|i--|| 



54 



HARMONIC PART-WRITING 



123. d,b. |3-2i3|456i7-|i.7i6|53i32- 
3. 213I46S32-J1 . 716JS4321- 



SECTION 5 

SUBORDINATE CHORDS IN MAJOR, INCLUDING FOREIGN 

PROGRESSIONS 

The VII IS a diminished chord and usually gives a poor, weak 
result in fundamental form, though it may be used to carry out a 
harmonic sequence. The first inversion gives a better effect than 
the fundamental form, while the second inversion is usually very 
poor. The Third of the VII is the better tone for doubling, as in 
B, c, E, F, G, and H, though the Root might be doubled as in a and 
D. Whichever tone is doubled, care is necessary to avoid con- 
secutive Octaves. 

In E, consecutive Fifths occur between the tenor and alto, and 
are entirely correct, the first being a perfect Fifth while the second 
is a diminished Fifth. In f, these Fifths are reversed, the dim- 
inished Fifth preceding the perfect Fifth, and the effect is still 
good, in spite of the fact that theorists have always forbidden such 
a progression. If such consecutive Fifths were to occur between 
the alto and soprano, or between the bass and soprano, the effect 
would be poor, and such progressions should be avoided. 

In F, VI has the Third doubled, while in i, VI and V both have 
the Third doubled. In j, I occurs with the Third doubled, followed 
by II with the Root doubled. In k, the progression between 
I and II causes consecutive perfect Fifths between the inner parts, 

a b 

and though such a progression is positively forbidden by theorists, 
yet the effect is good; if these Fifths must be avoided the tenor 
may skip as in l, doubling the Third of II. In k, m, and n, I 

a 

occurs with doubled Third, in each case the Octave progressing 
into the next chord by contrary motion. In p consecutive perfect 
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Fifths occur between the inner parts corresponding to k, only in 
reverse order; if they must be avoided o offers another solution. 
In Q consecutive Fifths occur between ,11 and I, while in r consecu- 

a 

tive Fifths occur between the VII and I ; if the Fifths in each case 

a 

must be avoided the solution offered by the first measure of R 
followed by the second measure of q will suffice. 

In general (with the exception of VII) the Root, the Third, or the 
Fifth in any chord may be doubled, the best effect in each case 
being determined solely by the chosen voice-progressions for each 
part. Consecutive Fifths between the inner parts, or between 
the tenor and soprano, or between the bass and alto, are allowable 
when the consecutive chords are a foreign progression, with one 
or bpth of these chords in inverted form, as in e, f, k, ?, Q, and r; 
(in each case the progressions are foreign.) The best form for the 
VII is first inversion with the Third doubled, though fimdamental 
form is possible, and the Root in either case might be doubled. 
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Progressions that would not be at all tolerable in two-part writing might occur in three- or four- 
part writing, the poor effect being covered by the additional one or two parts; hence it is a false principle 
to allow nothing between any two parts in four-part writing except what would be allowed in two-part 
work. 
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aab ab aa ab aa 

134. E, Dk I I - I V I VI - VI m I IV - II II I - V - 

b b a b 

V - n VI I III IV I V I VI IV I vj I II 

186. c, Eb. 1 1 v"i II nlv| V IV I rvTi | ifv fv ilv ili 



b • a 



a a b ' a a b 



IVI-II 126. B,D. |l|lVl|lVIIl|viv|l-flv|vVV 



b ' a b 



II VI II I I V V 1 1 - - II 127. F, Ab. ? I IV VI I II VI I 



a ' a b 



IV iiii I VI ilii I IV VI II VI I v"v n I vl ifv 



a b a ' b 



I - 



188. A,F#. ii|iviiviii|ivirnvv|iviiviiviivi 



ab aba'b a b 



a b 



II fll rV I - - II 129. G, B>, I I fv I IV I VII III VI - 

aab " a a ' a 
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I . IV VII III I VI V IV 1 1 V Ti II V 1 1 vn IV 1 1 V fvi VII I 

a a 'aaabi aa *aab'a a aa 

II V I - 11 130. Gb, Dt. I I V 1 1 1 V 1 1 IV I IV I IV I II 

a " babaab b 

IIVIIIIv|vi\ri| wnxTvllIvTll 131. Cb,E. |I-V 

ba«ab*bb« " a 

I III - I VI - II I I V - I II VI II I I VII I I II I V I I - - 

a' a'b 'ab 'aa 'ab * 

These exercises will be found of great benefit for prima vista 
playing. Several versions for each should be discovered and com- 
pared, to determine which will give the best results in sound. 
Each voice-part should be more or less melodious and singable. 

SECTION 6 

SUBORDINATE CHORDS IN MINOR INCLUDING FOREIGN 

PROGRESSIONS 

In harmonic minor we find two diminished chords, II and VII^ 
and an augmented chord on III. Theorists generally have been 
rather diflSident in the treatment of these chords in relation to 
part-writing, yet, while all are discords, for this very reason a 
freer use of them will add richness and variety to harmonic motives. 

In II and VII the better tone for doubling in most cases is the 
Third, as in A to j, and in l to q, while in k the Fifth of VII is 
doubled. 

In J, K, L, N, o, and p consecutive Fifths are disclosed between 
the tenor and the alto, except in k and p ; these are not disagreeable 
in any way, though the solution in m and N is better than that in l, 
while o is poor on account of the distance between the alto and 
soprano in I. In Q the leading-tone in the soprano skips down to 5, 

a 

with good effect. 

The III in harmonic minor is a chord which seems to have been 
shunned by many composers, while theorists have rather ignored 
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it, yet it can be very effectively combined with other chords. The 
Root or Third may be doubled at will, but as the Fifth is the lead- 
ing-tone and has such a strong tendency towards the tonic it is 
an awkward tone for doubling. In R to w. III is combined with VI 
in several ways. In x to dd, III is combined with I. In ee to 
pp. III is combined with IV, and in QQ to uu, III is followed by V. 
In MM and pp consecutive Fifths are seen, and their effect is 
good; one of these Fifths is augmented, the other is perfect. In 
K, L, N, o, and p one of these consecutive Fifths is perfect, the 
other is diminished, while in j both are perfect. Every measure 
from A to uu may be played backwards with excellent effect, 
except those already noted as defective. Each of these measures, 
forward or backward, is a pK)ssibility from some one of the accom- 
pan)dng exercises and shows the wide range of choice open to the 
student in the solutions. Several versions for each exercise should 
be discovered and compared to determine which will result in 
the best effect. 
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III IV III IV 
b b b b 
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138. i,j. 1 1 - VI I II - ifiv I V - Ti I V - ivi I II V I'v 



b a ' a 



b ■ a 



a b * a a b 



flVI .^l|l-V|l--|| 133. 6, eb. llVIIVvIl VIIIIV 

b a " b I " ' a a 

IIVIIv|lVI-|| 134. c#,e. I I-l|lV-l|vi-Il|v-- 



b a b 



I - II I V - VI I II I V 1 1 - - II 136. /, g#. I I V 1 1 III - VI 



a b 



b a a 



IV II V 1 1 - - 1 1 IV III 1 1 - II 1 1 n flv 1 1 flV I - 



b ' b a 



136. 61', g. I I - I V I VI - VI III I VI V I II I I II I V 
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138. c,b^. I I I V V - - 1 1 1 IV IV - - 1 V VI IV VII - - 



aba 



I-VI--|| 139. ejUf. I IIIv|lII-Vl|lIIIIl(lII V-l 

b _a a a a b a 

II iviv iiiw 1 1 V - 1 m fiv III iifv I iiv I - II 

a abb'b 'a a'b " 

SECTION 7 
MODULATION 

In the examples which follow, each exercise begins in an initial 
key, modulates into various other keys, all more or less closely 
related, and finally back to the initial key. In each case the mod- 
ulation is effected by means of a chord common to both keys, the 
principle involved being the same as that employed in Part I, 
Sections ii and 12, and in Part II, Section 9. In several instances 
enharmonic changes are necessary in the chord common to the two 
keys. Several versions for each exercise should be discovered and 
compared, to determine which gives the best result. 

140. G, F. I I - V v| VI V I - I II V 1 1 1 1 V I - I IV- IV V I 

b/ a baab / h / 

I I IV II 

I V I - 1 IV IV I 1 1 IV VII VI - 1 III - II V I I VII I III I 

ab a/a a /» aa a 

II VI 

VI II I V 1 1 II 141. D, Eb. I I .'7v 1 1 IV - V I I - VI I 

a b ' " b '/ a a ' ' 

y 

II - - I V I IV 1 1 - V I VI - - 1 1 V 1 1 I -T I IV - IV I V - - f 

a/'b a'b '.. /' ba'/ /a' /a' ' 

I I V V I II 

iiiv|v--|ivi|ivi|m-v|i-- 

a a a b a a 

V II 
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J4?. c,bi'. |I-Iv|lV-l|l-Vl|vV-|viVl|viI-l|lIIIIV 

b/a/ / /a /baa/a 

I I III I I II 

I I I i"'"- I I I ^ .^ 

VI— II-III VIIV- I-V I V- IV-IV VII- VIIVV 

I/a 'a/ I/a' 1/ /al/ba' bb 

V II II II/V I I 

'^^^.^ min. I min. 

I . IV I - 143. a, /#. I I IV VI - V I VI - I I V I V 

b " • / a ' / a /ah 

IV V VI 

I I min. j min. min. i ^ ^ i 

III VI I - V ra VI - I V I IV I III V I - 

a / / / / / a b a 

II V V V II 



• a 



maj. maj. mm. 



144. Db, B. I I VI V -I I VI V - 1 1^1 VII III I vfv I - 

/a ' /a ' a a ' /a 

I I V I 

maj. maj. 

fviV-llVI V-l fllVvlllvi-ll 146. g#,/. Ii-viv 

/ a ' a a / ' /a a ' b " /a / 

I I I VI IV 

I - VI V I I IV III V 1 1 IV V - 1 1 - VI V I I - VI V 

/a/aaa a/ / /a/ /a/ 

IV II V IV IV 

min. I 

I 1 1 IV I I V I - 
IIIV a b 



SECTION 8 

BORROWED CHORDS. PASSING-KEYS. KEY-CENTRES 

The principle of passing-keys, etc., as explained in Part II, 
Section lo, is applicable to inverted chords as well as to chords in 
fundamental form. Thus in example a, page 64, the progressions are 
entirely within C, while in b excursions into closely related keys are 
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effected without complete destruction of the original key-centre. 
The new key-entities which emerge in b are indicated by the mark- 
ing under the example. In c, excursions farther afield are made, 
and here again the dual significance of more than half the chords 
is indicated by the marking under the example. Variants d, e, 
and F defy the emergence of key-entities except for the briefest 
-possible moment, nevertheless the dual significance of the chords 

may be indicated by the markings, thus: 
Marking for variant d. 

iviiv|evi i-|i iii|evii-|iiiiv|ivi- 



a a' a//'a//a/' 

V V vvv 


a /a / ' / / 

WW 


Marking for variant e. 





min.i I I mm. 1 1 

IVII |lVIVIV-|cIIVIIv| VIdV-|lIVIVIV| VVI- 

a/a /a/ a a /a a a//a/b/ 

VII II IIII 

Marking for variant F. 

min.| I I I maj, 1 

I VIl|lVIVIV-|VIF Vl|eVIgII-|VIIIV|lVI- 

a /a /a/ /a a a a aab 

V I I II w 

Different effects may be achieved by combining certain measures 
from one variant with other measures from different variants, 
thus: 
First and second measures of b, third and fourth measures of 

c, fifth and sixth measures of a. 
First and second measures of c, third and fourth measures of d, 

fifth and sixth measures of f. 
First and second measures of d, third and fourth measures of 

E, fifth and sixth measures of c. 
First and second measures of e, third and fourth measures of d, 

fifth and sixth measures of e. 
First and second measures of d, third and fourth measures of f, 

fifth and sixth measures of e. 
And so on ad infinitum. 
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A careful analysis of example A and the variants b, c, d, e, and 
F will show that every possible major chord is actually or enharmoni- 
cally present in these few measures, and that every possible minor 
chord except those on B, C^, and Ftf are also present, while these 
could easily be brought in by altering the major chords on those 
notes, (or their enharmonic equivalents), into minor chords. 
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Several of the exercises in Part III will admit of this kind of 
key-expansion, and the student should now revise his versions, 
seeking to enlarge the possibilities of this kind contained therein. 

SECTION 9 

HARMONIZATION OF MELODIES 

The melodies in Section 3 and Section 4 of this Part should now 
be used for harmonizations with inverted chords. No principles 
other than those explained and illustrated throughout this Part 
will be needed. Several versions for each melody are possible, 
and these should be discovered and compared to determine which 
will give the best result. (Sections 7 and 8 of Part II should also 
be harmonized with inverted chords.) 

SECTION 10 

HARMONIC AND MELODIC EMBELLISHMENT 

Paragraphs 520 to 549 inclusive of Harmony and Ear-Training 
(pages 149-159) should now be carefully studied, and then vari- 
ous exercises in Parts II and III embeUished by simple suspensions, 
anticipations and passing-tones as there explained. A very effec- 
tive result may be accomplished by the use of these embellishments 
treated contrapuntally as explained and illustrated in Paragraphs 
524-526 of Harmony and Ear-Training. 

No " rules '' are needed, but the student must be guided by 
good taste, constant experiment, and self-criticism as well as by 
the experience and suggestion of the teacher. 



PART IV 

DOMINANT 7TH-CH0RDS 
SECTION 1 

THE DOMINANT 7TH-CH0RD IN FUNDAMENTAL FORM IN 
MAJOR, WITH RESOLUTION TO I, VI, IV 

Before attempting any of the exercises in this Part the student 
should become quite familiar with Chapter IX in Harmony and 
Ear-Training, and should have worked out all the three-part Exs. 
295 to 356, and the four-part Exs. 357 to 375. 

In four-part writing the Third or the Fifth of the V^ may be 
omitted; in either case the Root of V^ may be doubled as in seg- 
ments H, I, L, N, o, cc, LL, MM, and NN. In any case, moving 
consecutive Octaves should be avoided between the doubled 
tones. When V^ resolves directly into I the Fifth of the tonic 
chord may be omitted and the Root trebled as in segments a and 
D, or the Root and Third both doubled as in f and G, or the 
leading-tone (the Third of VO may be carried down as in e, con- 
trary to its tendency. When V^ is repeated the constituent notes 
(other than the bass) may change freely as in segments b, c, d, h, 
and I, but the chord should ultimately resolve in a manner some- 
what conforming to the ordinary methods of procedure. In seg- 
ments J and K V^ resolves into I, and then progresses back into 

b 

V^; in this case I may be considered a passing-chord. (See para- 

b 

graph 549, in Harmony and Ear-Training on Passing-Chords.) 

In L, w, X, Y, AA, BB, and cc, some unusual progressions of V^ 
into I are shown, but while unusual they are good. In l the upward 
progression of the Seventh of V^ is entirely compensated for by 
the Third of the tonic chord (the tone to which the Seventh of V^ 
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would naturally resolve), being heard in the bass. This is also 
the case in y, aa, and cc, while the tenor or the alto supply this 
tone in w, x, and bb. 

In M, N, o, and p the ordinary method of connecting V^ with 
VI is shown, the Third of VI usually being doubled, but this is not 
absolutely necessary, as shown in u and v, where the Root or the 
Fifth of VI is doubled. The consecutive Fifths in these segments 
are good. In q, r, s, and t V^ is shown in connection with VI, 

a 

and the unusual progressions of the Seventh in Q, of the Fifth in R, 
and the consecutive Fifths in s are good. In dd to n V^ is shown 
in connection with IV, and in ll to pp with IV itself. The consecu- 

a 

tive Fifths in ll, mm, go and pp are good. In qq to aaa V^ is shown 

in connection with IV, forming a plagal cadence, and the downward 

b 

progression of the leading-tone in qq, uu, xx, yy, zz^ and aaa is 
good. The leap of the Seventh of V^ in ww is also good, as well 
as the leap of the Fifth of V^ in vv and ww. While all these possi- 
bilities are good and usable, yet some are better than others; which 
shall be used can be determined only by the context, and by the 
effect desired. The voice-leading of each part is entirely at the dis- 
posal of the composer, or student, and the range of choice is wide. 
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All the above segments are possibilities from some one of the 
following exercises, and show the wide range of choice open to the 
student in the solutions. Several versions for each exercise should 
be discovered, and these compared to determine which gives the 
best result. 

146. E, F#, I I IV I Vl I IV I - 1 1 V^VI IV I I vV^I - I 
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147. Ab, C. 1 1 V I IV - I V IV V I - - I II I IV V VI 

a a b ' a ' a 

II III v'l--|| 148. E^, G, t I .^'VI IV I I nV I VI 

a a " ' a b 

IV Pv I V I VI III V^- I IV rwi VI I III .^V VI I 

b a ' 'a ' a b 

II .^I II II I V .% I - II 149. D^ A. 1 1 1 V vW| I Tl I V 

a b a ' b " ' ' a a 

VI I IV II 1 1 - - 1 1 II II v'vl I I IV II 1 1 - v\^| I — I 

b »a 'a «a a'b I * 
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160. B, D. I i - V - I I v'vi IV I I I I I I III - V^- I 

a ' a ' a a b ' a ' 

IV - v'- I I I IV II I I III II II I I v'l - 

a 'a a ' b a ' b . 

151. C, Eb. |l-v'vi-Iv|l-VI--|l-VVIV- 

I b a ' a 

I - II III - Vl VI - VI I - II I III - vVl - IV I I - II III I - 

'a a ' ' b a 

v'- IV I— 11 l«a. Bb, G. |I rv'lVl|vV^I-| VI.^III 

b " ' a ' a a 

I v^ I v^l I nv I II I VI V v' VI I IV .^i I V I v'.lv I - 

b b ■ a ' a ' a ' b 

153. A, D. I I V 1 1 V^ IV v1 VI v'l I III- v"! 1 1 II I v'lV I 

ba' ' a'a 'aa' a 

II IV V^l IV IV Til 154. F, Db. t I 1 1 V^I V ll - - VI 

a » a " . < b b » 

II VI II V I I - - IV I I V^I V^j VI - II - I V^I V\1 I IV I - 
b b' a'bbi a'b 'b 



SECTION 2 

THE DOMINANT 7TH-CH0RD IN FUNDAMENTAL FORM IN 
MINOR, WITH RESOLUTION TO I, VI, IV 

In segments a to q below, V^ in the minor mode is shown in con- 
nection with I. In A, B, c, and d the natural tendencies of the 
tones of V^ are allowed to predominate with the result that in I 
the Fifth is left out. In e, f, and G the leading-tone (the Third 
of V^) is carried down contrary to its tendency to supply the Fifth 
of I. In H the Root, Fifth and Third of V^ resolve naturally, but 
the Seventh is carried up, contrary to tendency, to supply the 
Fifth of I. In I to p, V^ with the Fifth omitted is shown in con- 
nection with I, and in n, the ascending Seventh is again seen. 
Each of these segments is good. In q to v, excepting u, consecu- 
tive Fifths as well as the ascending Seventh of V^ are again seen, 
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and while contrary to the usually accepted procedure, yet each of 
these segments is good. 
The V^ in connection with I is illustrated in segments r to x; 

the upward leap of the Root of V^ in v, and of the Fifth in w is 
effective in each case. In segments y to ff V^ is illustrated in con- 
nection with VI; in each case the Third of VI is the better tone for 
doubling, while the leaps of the soprano in cc and dd are good. 
In segments gg to oo V^ is shown in connection with IV, and the 

a 

leaps of the soprano in hh, ii, kk, and nn are good. In segments 

pp to TT V^ is shown in connection with I, and here again, as well 

b 
as in Section i, segments j and k, I might be considered as a passing 

chord. In segments uu to aaa V^ is shown in connection with III; 

a 

the III in these cases may be considered as passing chords, or 

a 

possibly as suspensions. (See Harmony and Ear-Training, Para- 
graphs 528-534.) 

In each of the segments where the strong tendency tones are 
misled, so to speak, the tone to which they would have naturally 
resolved is heard in another voice, the freedom of movement being 
thus compensated for, as in e, f, g, q, r, s, t, cc, and xr. 
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Each of these segments is a possibility from some one of the 
following exercises and shows the wide range of choice open to the 
student in the working out. At least two versions for each exer- 
cise should be discovered and compared to determine which gives 
the better result. 
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SECTION 3 

HARMONIZATION OF MELODIES 

In the harmonization of these melodies the dominant yth-chord 
in funda^mental form only should be used. All the ordinary possi- 
bilities of harmonic progression contained in these melodies are 
illustrated in the segments and exercises of Sections i and 2 of this 
Part. 

Open and close harmony may alternate at pleasure. Seek to 
make the other three voice-parts as melodious as possible. At 
least two versions for each melody should be discovered. Under 
no circumstances should the pupil go outside the limits of the 
previous Parts and Sections. 
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Each of these segments is a possibility from some one of the 
following exercises and shows the wide range of choice open to the 
student in the working out. At least two versions for each exer- 
cise should be discovered and compared to determine which gives 
the better result. 
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SECTION 3 

HARMONIZATION OF MELODIES 

In the harmonization of these melodies the dominant yth-chord 
in funda^mental form only should be used. All the ordinary possi- 
bilities of harmonic progression contained in these melodies are 
illustrated in the segments and exercises of Sections i and 2 of this 
Part. 

Open and close harmony may alternate at pleasure. Seek to 
make the other three voice-parts as melodious as possible. At 
least two versions for each melody should be discovered. Under 
no circumstances should the pupil go outside the limits of the 
previous Parts and Sections. 
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Segments i a to i pp illustrate the resolution of V^ into various 

b 

forms of I, VI, and IV. i A to it into I or I; the consecutive 

a 

Fifths in I D, i p, i r, is, and i t, though usually forbidden by 
theorists, are nevertheless good, and are caused by the upward 
progression of the Seventh; the Third of I, into which this Seventh 
would have otherwise naturally resolved, is heard and compen- 
sated for in another part. In if, i m, and i n the Third of V^ 
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leaps up to the Third of I; i m shows in addition to this the upward 
progression of the Seventh, while i n shows these same features 
plus the upward leap of the Root; each case is good, i o to i t 
shows resolution into I; in i r the Root of V'^ skips up an octave 

a b 

into the Fifth of I; an upward progression of the Seventh occurs, 

a 

and consecutive Fifths, yet the effect is excellent; i s is the same as 
I R except that the soprano skips from Root to Root. The upward 
progression of the Seventh in i p, i r, is, and i x is amply justi- 
fied by its natural tone of resolution being heard in another part. 
In I u to I DD progression into VI is effected; unusual progressions 
are shown in i w, i y, and i aa, but each is good, i ee to i hh 
illustrate progression into IV. In i kk to i pp V^, with the Third 

b 

omitted and the Root or Fifth doubled with various resolutions, is 
illustrated. 
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Segments 2 a to 2 l illustrate resolution of V into I, VI, and IV. 

c 

In 2 B and 2 d the Third of V^ again leaps, first down, and then - 
up, and though contrary to its natural tendency yet these pro- 
gressions are good; 2 e shows the upward progression of the Seventh. 
Segments 3 a to 3D illustrate progression from and into V^; 3A 
and 3 B show four consecutive Fifths, yet the effect in both cases 
is good, though contrary to the usually accepted ideas. 

Segments 4 a to 4 e illustrate several consecutive forms of V^. 
In such cases the parts may be interchanged at will. 

While each of the segments illustrating the resolutions of V^ 
into I, VI, and IV in this Section is good, yet it is equally true that 
some are better than others, and that the context, (what comes 

before and what comes after), may improve or lessen the effect of 

» 

each . 
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While all the foregoing segments are actual possibilities from the 
following exercises, yet the possibilities are not exhausted. The 
student should work out several versions for each of the following 
exercises and compare these carefully to determine the best. 
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SECTION 5 

INVERSION OF THE DOMINANT 7TH-CH0RD IN MINOR 

Segments a to k illustrate resolutions of V^ into I; the consecu- 

a 

tive Fifths in f, h, j, and k are caused by the upward progression 
of the Seventh, and though usually prohibited they are permis- 
sible; the natural tone of resolution to which this Seventh would 
have otherwise resolved is heard in another voice-part. Segments l 
to V show the resolution of V^ into VI; the upward leap of the 

a a 

Seventh in o, p, and u, as well as the consecutive Fifths in r, t, u, 
and v is permissible and under some circumstances effective. Seg- 
ments w to EE illustrate resolution of V^ into IV; in x, y, cc, and 

a b 
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EE the Fifth of V^ leaps up with good effect, while in y, bb, and cc 
the Seventh also makes an upward leap. Segments ff to nn illus- 
trate V^ with the Fifth omitted progressing into various forms of 



I, VI, and IV. 
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Segments i to lo illustrate various resolutions of V^ into I, 

b 

while II to i8 show resolution into I. The consecutive Fifths in 

a 

4j i3> i5> i6, 17, and 18 are caused by the Seventh not following 
its natural tendency, nevertheless they are permissible; this same 
upward progression of the Seventh is also seen in 2, 7, 9, 10, 12, and 
14, and in each case it is compensated for by its natural tone of 
resolution being heard in another voice-part; in 7, 9, and 10 the 
Third of V^ is made to leap upwards to a tone other than its natural 
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resolution-tone, but the eflfect is good in each case; in 8 the Third 

of V is led down, contrary to its tendency. Segments 19 to 27 
b 

illustrate resolution of V^ into VI or VI, and here the upward leap 

b a b 

of the Seventh is again seen as in the illustrations of V^. 

a 

Segments 28 to 31 show resolution into IV, while 32 to 40 illus- 

b 

trate V^ with the Third omitted and the Root or Fifth doubled with 

b 

various resolutions into I, IV, or VI. 
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Segments i a to i g illustrate resolution of V^ into I or I; in 

c a b 

I G the Seventh is forced up, contrary to its tendency which is 
intensified by occurring in the bass voice-part, though the pro- 
gression may be useful in a cadence. Segments i h to i l show 
resolution into VI, or into VI, as in l where the Seventh is caused 

b 

to leap up into the Root of VI. Segments i m to i p illustrate 
resolution into IV, while i Q to i x shoW V^ with the Third omitted, 



and the Root or Fifth doubled. 
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All the possibilities of resolution of V^ inverted may be used in 
the following exercises, and show the wide range of choice open to 
the student. Several versions for each exercise should be worked 
out, attempting at all times to give the principal melody individual- 
ity, and to cause all the voice-parts to be as independent and indi- 
vidual as possible, yet withal keeping a well balanced ensemble and 
effect. These versions should be carefully compared to deter- 
mine which is the best. 
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SECTION 6 

HARMONIZATION OF MELODIES 

In harmonizing these melodies the dominant yth-chord in any 
form or inversion may be used, as well as the fundamental form. 
Very effective versions may be discovered by keeping within the 
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bounds of possibilities, as explained in Sections 4 and 5. Open or 
close harmony may alternate at pleasure. Care should be exercised 
to make the alto, tenor, and bass as melodious and as singable as 
possible. At least two versions for each melody should be dis- 
covered, and then compared to determine which gives the better 
effect. Under no circimistances use material other than that 
explained and illustrated in preceding Parts. 
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SECTION 7 

MODULATION 

Each of the following exercises begins with an initial key, modu- 
lates into variously related keys, and ends in the original. The 
principles of common chords with various key-relations, as found in 
preceding Sections and Parts, is still followed, but is enlarged by 
the simpler possible resolutions of V^ into the I, IV, or VI in either 
the major or the tonic harmonic minor keys, these chords of resolu- 
tion being placed in another relation, and then the exercise continu- 
ing. The double marking in such cases indicates the dual relation 
of the chord; wherever the V^ occurs in major and then is trans- 
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ferred to the tonic minor, or vice-versa, the V^ figuring occurs 
twice, once as part of the old key, and then the lower figure indi- 
cates the change of mode. At least two very interesting versions 
for each exercise may be discovered. 
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SECTION 8 • 

EXPANSION OF KEY-CENTRE, PASSING-CHORDS AND 

PASSING-KEYS 

Segment a is in strict accord with the key of C; it is a harmonic 
idea of plain diatonic progression with no side-stepping into re- 
lated keys. The markings under the chords clearly indicate the 
simplicity of the material used. 
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Segment b illustrates essentially the same harmonic scheme 
with brief transitions into related keys, but the side-stepping is 
so brief, and the transitional keys are so closely related that the 
key-centre C, remains quite intact. The V^ second chord in 
measure one, resolves into IV of G, and this same C-major chord is 
also I in the key-centre. The V^ in measure two resolves into 
IV of e, and this resolution-chord is also VI in the key-centre. The 
V^ on D, last chord in measure three, resolves into II in G, and 
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this same A-minor choYd is VI in the keyrcentre, C. The tran- 
sitions into G and e are into very closely related keys, G being the 
dominant of the key-centre, and e the mediant minor, or the rela- 
tive minor to the major dominant, 
c 
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Segment c illustrates the same transitions as segment b, but in 
addition excursions into the relative minor of the key-centre are 
illustrated; these occur in the first measure at the fourth pulse, 
where V^ on E is seen, with resolution into the tonic minor chord 
on A; but this same A-minor chord is also VI in the key-centre, 
as well as IV in the key of ^, into which the next excursion is made. 
The V^ on E, the fourth pulse in the second measure, again suggests 
a, and resolves into the F-major chord, which is VI in the key of 
a, and IV in the key-centre as well. 

In segment d excursions much wider afield are made; suggestions 
of the subdominant key, the relative minor, the supertonic minor, 
and of Db are thrown in. The V^ on C in the first measure with 
resolution into the F-major chord is clearly a transition into 
F, but this same chord of resolution, F-major chord, is also IV in 
the original key, and VI in the relative minor, a, into which the 
next excursion is made. The V^ on E, last chord in measure one, 
resolves normally into its tonic minor, and this same A-minor 
chord is VI in the original key, tonic in its relative minor, and III 
in the key of F into which the first transition was made. The V^ 
on A, the chord on the latter part of the second pulse of measure 
two, resolves normally into the D-minor chord, but this same 
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D-minor chord is also II in the original key, VI in the key of F, 
into which the first excursion was made, and the one that follows 
and IV in a, into which the second excursion was effected. 




I V7 I V I^ V I V7 IV C V VI Db(V'')C I V7 I 
VcVIa cVIaa b 

a a 

The V^ on C, last pulse of measure two, resolves into the Bi?- 
major chord, IV of the key of F. The following chord, V^ or G 
has two tones in common with the Bb-major chord, D and F. 
The V^ on Ab, last chord in measure three, merely suggests the 
key of D b; in. reality this chord had better be written Ab-C-Eb-F#, 
a three-five-augmented-6th chord on Ab. A full exposition of 
augmented-6th chords will be foimd in Harmony and Ear-Train- 
ing, Paragraphs 505-509, and 55^579- 
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While segment e keeps pretty closely to the melodic outline of 
the preceding segments, yet the suggestions of other keys are more 
varied. While these suggestions are in each case made through 
dominant seventh chords, yet as a matter of fact some of these 
dominant yth-chords would appear better if written as augmented 
6th-chords; thus the second chord in measure one would appear 
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more natural if written Ab-Eir-F#-C, an augmented 6th-chord 
on Ab, while the ones on the second pulse of measures two and 
three had better be written, respectively, D#-C-F-A, and D??-A- 
C-F, both being three-five-augmented-6th chords on F, F-A-C-D^. 
The V^ on C#, last chord in measure one, causes a brief transition 
into the key of /#, while the V^ on B, last chord in measure three, 
suggests the key of e, and resolves into VI in that key; this same 
resolution-chord, C-major, is also tonic in the original key. 

For a full explanation of the dual, triple, quadruple, and quin- 
tuple relation of chords, see Harmony and Ear-Training, Para- 
graphs 198-205, Chapter X, Chapter XI, Chapter XII, and 
Chapter XIII. For a full exposition of key-relation, see Harmony 
and Ear-Training, Chapter III, and Appendix I, Section A. 

The most prevalent theory regarding such progressions and tran- 
sitions is the explanation usually given under the title of " altered 
chords." According to this theory, no account of modulation is 
made, but, if a composition happened to begin in a key with a 
certain signature, all such accidentals as seen in segments b to e 
were accounted for as altered chords within such key. Thus the 
dominant seventh chord on D, as seen in b and elsewhere, was 
accounted for as "an altered secondary seventh chord on II of 
the scale." It was explained that this chord was in reality 
D-F-A-C with the Third, F, raised a half-step. 

The dominant seventh chord on B, last half of the second pulse 
in measure two of b, was explained as a secondary seventh chord 
on B in the key of C, B-D-F-A, with a raised Third and a raised 
Fifth. The dominant seventh chord on E, last pulse in measure 
one of c, was explained as an altered secondary seventh on E, III 
in the key of C, with a raised Third. The dominant seventh 
chord on C, second chord in the first measure of d, was explained as 
an altered F in the key of C with a lowered Seventh; the domi- 
nant seventh chord on A, second chord in measure two of d, was 
explained as an altered VF in the key of C, with a raised Third; 

* For a full exposition of secondary yth-chord see Harmony and Ear-Training, Chapter XII. 
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and the dominant seventh chord on Ab, last chord in measure 
three of d, would have been explained as an altered secondary 
seventh chord on A, A-C-E-G, with a lowered Root, a lowered 
Fifth, and a lowered Seventh; if this same chord were to occur 
written thus, Al?-C-Eb-F# (as an augmented-6th chord), it would 
receive the explanation of an altered secondary seventh chord on 
F, F-A-C-E, with a raised Root, a lowered Third, and a lowered 
Seventh; or again, if the same chord had been written thus, 
Ai?-C-D#-F#, a form of spelling frequently met, it would have 
still another explanation as an altered secondary seventh chord on. 
D, D-F-A-C, with a raised Root, a raised Third, and a lowered 
Fifth. Without taking into account segment e, segments b, c, and 
D will give all chromatic tones; and the natural conclusion from such 
theories would seem to be that a major scale can just as well be 
chromatic as diatonic; that there is no distinction between various 
secondary seventh chords and dominant seventh chords — and other 
equally untenable conclusions. Further, such a theory seems to 
lose sight of brief modulations, and would seem to consider music 
a matter of markings on paper, instead of effects in sound. Again, 
such a theory loses sight entirely of the very close and intimate 
relations of chords to various keys, and of one key to all others. 
Equally false conclusions would be drawn from the chords in 
segment e. 

It seems reasonable that the explanations offered for the phe- 
nomena, such as passing-chords, passing-keys, and extension of 
key-centres, together with the phenomena of chord-connection 
without the establishment of a key-centre, as shown in preceding 
Sections, will fully cover any succession or progression in ancient, 
classical or modern music. 

SECTION 9 

MELODIC AND HARMONIC EMBELLISHMENT 

Before taking up the problems presented in this Section, the 
student should master Chapter XIII in Harmony and Ear-Train- 
ing, particularly from Paragraphs 520 to 556. 
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Segment A is an example of plain diatonic progression, strictly 
within the key, as the markings imder the chords indicate. Noth- 
ing but the simplest material is used, though the dominant 7th- 
chord is illustrated with resolution into I, IV, and VI. The entire 
segment may be considered as a plain chorale in four voice-parts, 
easy to sing, and easy to comprehend. 

Segments b, c, and d illustrate harmonic and melodic embellish- 
ment of this same material, the complexity growing gradually 
greater in b, then in c, and finally in d. Segments b and c are 
still entirely vocal, but d is rather more instrumental in concej>- 
tion, though a quartette of musicianly trained vocalists could 
probably render it effectively. It should be observed that the 
bass, the tenor, and the alto parts in segments a and b are iden- 
ticial, except for the additional tone on the second pulse of the 
last measure; the changes in b are effected by the soprano alone. 
Further, it should be observed that the bass, the tenor, and the 
soprano parts in segments a and c are identical, with the excep- 
tion of the tenor in the last measure; in segment c the embellish- 
ments are effected by the alto part. But in segment d all the 
voice-parts are enriched with more or less freedom, with a corre- 
sponding effectiveness. 
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The soprano note on the first beat of the second measure in b is 
a prepared suspension, the Fifth of the dominant yth-chord being 
suspended from above; in the fourth measure of b, on the third 
pulse, the soprano note B is a non-prepared suspension; this tone 
causes, for the moment, a secondary yth-chord on VI, and theo- 
retically this chord may be accounted for as a passing secondary 
7 th; the first note in the soprano of the penultimate measure is a 
prepared suspension, while the third pulse shows another non- 
prepared suspension; in the last measure the alto and tenor voices 
illustrate passing-tones, and these for the moment suggest a 
secondary yth-chord on E, II of the key. 

In segment c the embellishments are shown in the alto; the first 
note of the second measure illustrates a prepared suspension, as 
does the third pulse also; in the fourth measure the second note, B, 
is a passing-tone, while the third beat illustrates another prepared 
suspension; the second pulse of the fifth measure shows a passing- 
tone, E, but this passing- tone, for the moment, makes the chord 
the E minor chord, on II; the two eighth notes on the sixth measure 
illustrate a prepared suspension, followed by a passing-tone placed 
in between the suspending tone and the tone of resolution to which 
the suspension would naturally resolve; that is, the tied eighth 
note E suspends D, but in between the suspension-tone E, and 
the resolution-tone D, the tone B is placed as a passing- tone; in 
the seventh measure the natural harmonic tone B, is held back by 
the tied D from the preceding measure, and then the prolonged B 
causes a suspension from below of the C#, the Third of the domi- 
nant 7th-chord; in the last measure a plagal cadence is effected by 
two passing-tones, one in alto, the other in tenor. 

Segment d will be found to illustrate single, double, and triple 
suspensions, both from above and below; some of these are pre- 
pared, and some non-prepared; it also illustrates anticipations, 
diatonic and chromatic passing-tones and passing chords, including 
dominant yths, diminished yths, secondary yths, and augmented 
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6th-chords, and passing-keys, or suggestions of other keys, while 
the cadence is quite fully elaborated. 

The student should make a careful comparison of these four seg- 
ments, studying the different methods of elaboration as here exem- 
plified and developed, showing the possible enlargement, both 
melodically and harmonically, of simple material. Segment a is a 
working out of one of the exercises in this section, strictly accord- 
ing to the principles laid down, and it follows naturally that elabo- 
rations of other exercises are equally possible, so the student should 
seek to develop the various versions of his exercises in accordance 
with the principles of embellishment here explained. 
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THE DIMINISHED 7TH-CH0RD 
SECTION 1 

THE DIMIiaSHED 7TH-CH0RD IN KEY-RELATION 

Before attempting to work out this Part the student will be 
obliged to familiarize himself with the explanation and treatment 
of the diminished yth-chord foimd in Chapter XI of Harmony and 
Ear-Training. 

When the diminished yth-chord is used as a part of a key it is 
built on 7 of harmonic minor; the ordinary, more conunon resolu- 
tion is into the tonic minor chord, as illustrated and explained 
in Paragraphs 411 and 412 in Harmony and Ear-Training, though 
the progression of the chord even within the key limits is not 
confined to the tonic, as shown by segments a to k following. 
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In segments a, b, and c VIP^ progresses into V^. In segments 
D, E, and K it progresses into III. In f and G progression is made 
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into VI, while in h and i Vlf ° is followed by IV. In j Vlf ° is 

followed by V, but the memory of the sound of the constituent 
tones of V^ is so strong that the effect upon the mind is that of 
V^ instead of merely V. 

As the diminished yth-chord is so thoroughly explained in the 
Chapter in Harmony and Ear-Training already referred to, and as 
all of the forms of the chord offer practically the same possibilities 
of resolution shown there and in the above segments, it does not 
seem necessary to discuss here the same questions. 

To distinguish the diminished yth-chord from the secondary 
7th-chord found on the seventh degree of major keys, the dimin- 
ished 7th-chord will be indicated by a small circle, immediately 
after the figure VII, thus VII °. Hence the diminished 7th- 
chord will be written VII °, while the secondary 7th-chord on 7 
in major keys will be written VIF. 

Several versions for each of the following exercises are possible, 
hence the student should discover and compare these to determine 
which is best. 
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SECTION 2 

MELODIES IN HARMONIC MINOR 

In the harmonic minor mode the degrees of the scale that might 
be harmonized with VII ° of the key are 2, 4, 6, and 7, provided 
that these tones progress into other tones that will permit well- 
sounding resolutions or progressions of the VII^°. In the follow- 
ing segments the ordinary possibilities of these degrees of the 
scale in this relation are illustrated. 
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Segments a, b, and c illustrate progression from 2; segments h, 
I, and J show progression of 4; segments o, p, q, r, and s show pro- 
gression of 6: while this is the most natural resolution of 6 when 
used as part of VII °, yet it may skip up to i, or down to 3 with 
good effect, as illustrated in segments q and s; as 7 of the scale is 
such a pronounced leading-tone, when used as part of Vrf° its 
usual and best resolution is direct into i. When either 2, 4, 6 or 
7 skip to another tone that may be harmonized with VII^°, per- 
fect freedom may be allowed; these skips are shown in segments 

D, E, F, G, K, L, M, N, T, U, V, W, Y, Z, AA, and BB. 

Several harmonizations are easily possible for each of the fol- 
lowing exercises; these should be discovered and compared by the 
student. 
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SECTION 3 

THE DIMINISHED 7TH-CH0RD IN THE MAJOR MODE 

Before attempting to master the explanations, or to work out 
the exercises in this Section, the student should have a thorough 
grasp of the principles of key-relation as explained in Harmony and 
Ear-Training, Chapter III, and Appendix I, Section A, and the 
principles of tone-color as explained in Chapter XV. 

While the diminished yth-chord is not a constituent element of 
the diatonic major mode, yet it is very frequently used in compo- 
sitions that are key-centred in that mode. In such cases, the 
VII ° and its chord-of -resolution causes a new key-entity to emerge 
for a moment, giving the effect of a passing-key, or the VII^° is 
used purely as a passing-chord without causing the real emer- 
gence of a key-entity differing from the chosen key-centre. These 
effects are clearly shown by segment A. 
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Segment A is clearly key-centred in C; with the exception of the 
diminished yth-chords, not a single chord foreign to that key is 
used. The markings imder the chords clearly indicate just which 
diminished yth-chords cause brief transitions or passing-keys, and 
which ones are purely passing-chords which do not cause new key- 
entities to emerge. The simple passing-chord thus used, together 
with the key from which it is borrowed, is indicated by enclosing 
figure and key-sign in brackets. Every one of the brief transitions 
or passing-keys is very closely related to the key-centre, while the 
borrowed chords are borrowed from other keys that are more 
or less intimately associated with it. 

As explained in Harmony and Ear-Training, Paragraphs 414 to 
417, there are but three distinct diminished yth-chords in music; 
various enharmonic changes may be made in these, yet the con- 
stituent tones in each chord-entity will remain the same, as 
shown by segments b, c, and d. 

fca- 



i 



B 



m 

!^g 



J- 



i! 



1^=^ 



5s»- 



*=P 



fei &^| l b 



r 



12- 



THE DIMINISHED 7TH-CH0RD 



III 



i^ 



^ 




i 



- ^^^^^^== §^===i^ ^ 



* 



w- 



$ 



D 



m 



M 



-M 



i9- 



m 



efcH« 



Build diminished yth-chords on any three notes or tones that 
are in immediate proximity to one another, and all the twelve 
chromatic tones will have been used. Therefore it necessarily 
follows that any three distinct diminished yth-chords founded on 
three such tones will contain all of the tones of any one diatonic 
scale, major or minor. 

Build a diminished yth-chord on i of a major scale, and it will 
contain i and 6 of that scale; build such a chord on 2 of the same 
scale, and it will contain 2, 4, and 7 of the scale; build the same 
kind of a chord on 3 of the same scale, and it will contain 3 and 5 
of that scale. Hence it follows as a natural consequence that no 
matter which diminished yth-chord is used in the major mode, at 
whatever pitch, the diminished yth-chord will contain two of the 
important tones of that scale. A diminished yth-chord built on 
I of a major scale contains the Point-of-Repose and one of the 
Quality Tones; the diminished yth-chord built on 2 of a major 
scale contains both the Characteristic Tones; and the diminished 
7th-chord built on 3 of a major scale contains one of the Quality 
Tones, as well as the Insistent Tone. (See Harmony and Ear- 
Training for explanations of Point-of-Repose, etc.) 

Again, a diminished yth-chord built on either i or 6 of a major 
scale will result in the same tonal combination; the ones built on 2, 
4 or 7 are enharmonic equivalents; and the one built on either 3 
or 5 will result in the same tones. 

The three diminished 7th-chords that are distinct from one 
another show clearly that each key is very closely related to all 
other keys. 
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Segments e to ee illustrate how the three distinct diminished 
7th-chords may be used with C as the key-centre. Segments e 
to K illustrate the VII^° that contains i and 6 of the key. Segments 
L to w show the VII^° that contains 2, 4, and 7. Segments x to ee 
illustrate the VII^° that contains 3 and 5 of the key. Each of these 
twenty-seven segments shows a diminished yth-chord placed 
between two chords that are constituent elements of the chosen 
key-centre C. The markings imder the chords clearly indicate the 
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passing-keys, or the passing-chord and the key from which each is 
borrowed, as the case may be. 

As a general thing, heretofore theorists have attempted to explain the phenomenon of diminished 
7th-chords in major, as well as all other chromatic chords, as "altered chord within the key." Thus the 
diminished 7-th chord in e, f, g, and h was explained as "an altered secondary yth-chord on II, (D-F-A-C) 
with a raised Root, and a raised Third." The same chord, in effect, in segments i, j and k was termed 
"an_ altered secondary 7th-chord on F, (F-A-C-E) with a raised Root, and a lowered Seventh." The 
VII '° in segments l to Q would have been explained as "an altered dominant 7th-chord (G-B-D-F) 
with a raised Root." The same chord, in effect, in segments Rto w would have the explanation of "an 
altered secondary 7th-chord on B, (B-D-F-A) with a lowered Seventh." The VII " in segments x, y, 
and z, would be explained as "an altered secondary 7th-chord on C, (C-E-G-B) with a raised Root, and 
a lowered Seventh." The same chord, in effect, in aa, bs, and cc, would be termed "an altered secondary 
7th-chord on A, (A-C-E-G) with a raised Root, and a raised Third." The same chord, in effect, in dd, 
and EE would be explained as "an altered secondary 7th-chord on E, (E-G-B-D) with a lowered Fifth, and 
a lowered Seventh." 

Such explanations would seem to make of any key, major or minor, a chromatic succession of half- 
steps that, might begin and end anjrwhere; would see'm to utterly ignore modulation and transition; would 
seem to completely confound all distinctions between chord-entities of all kinds, and to utterly lose sight 
of the fact that music is sound, the mere appearance on paper being an attempt, more or less successful, 
to catch, for the eye, what has been, or must be heard through the ear. 

With such explanations confronting him, the student, young or mature, will find it impossible to 
construct any system of logical musical development. 

The author believes that the principles of Key-Centres, Passing-Keys, Borrowed Chords, and Key- 
Expansion, as outlined in varigus Parts of this work, will serve to make all such chromatic musical phe- 
nomena clear, and logically explainable. 

The principles followed in the markings of the ensuing exercises 
are identical with those used in the exercises in modulation. Where 
a chord has a dual significance the double marking shows it; the 
brief passing-keys are shown by this method, and by the key- 
sign; where a passing-chord, or a borrowed chord, is used without 
causing transition, or brief modulation, the key-sign and the chord- 
sign are enclosed in brackets. (These passing-keys, and passing- 
chords may be spoken of as " parenthesis Keys or Chords/') 

Several versions for each exercise are possible, and the student 
should persist in his efforts with each until he has discovered 
a good melody, and melodious voice parts for the whole. 
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SECTION 4 

MELODIES AFFORDING PASSING DIMINISHED 7TH-CH0RDS 

Reference to segments e to k in Section 3 will disclose the fact 
that I or 6 of a major scale, as well as the chromatic tone between 

2 and 3, and the chromatic tone between 4 and 5, may be harmon- 
ized with the diminished yth-chord built on either i or 6. Seg- 
ments B to w show that 2, 4, or 7 of the major scale, as well as the 
chromatic tone between 5 and 6, may be harmonized with the 
diminished yth-chord on 2, 4, or 7. Segments x to u show that 

3 or 5 of the major scale, as well as the chromatic tones between 
6 and 7, and i -and 2, may all be harmonized with the diminished 
7th-chord on either 3 or 5. 

The following melodies offer opportunity for the use of the three 
distinct diminished 7th-chords; the chromatic tones, as well as 
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the diatonic tones, offer many possible solutions of harmonization, 
Several versions for each should be discovered and compared to 
determine which give the best results in sound. 
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SECTION 5 

MODULATION 

Each exercise begins in an initial key, modulates into variously 
related keys, and ends in the original key. Each modulation is 
made by means of a chord conmion to the two keys; that is, the 
chord used at the point of departure from one key into the next 
key is a chord having a dual relation, a chord that is a constituent 
element in both keys. In the case of the VII ° the new key-rela- 
tion is indicated by the usual key-sign; at such places enharmonic 
changes in the chord are necessary. Several other places demand 
enharmonic changes, but the dual marking in each case points 
the way. Several versions are possible for each exercise and the 
student should persist in his efforts until he has succeeded in mak- 
ing all the voice-parts effective. 
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SECTION 6 



MELODIES OFFERING OPPORTUNITIES FOR MODULATION 

These melodies oflFer full opportunity for modulation into va- 
rious related keys, which may be effected by means of diminished 
7th-chords. Several versions are possible for each exercise, and 
the student should persist in his efforts imtil he has a good har-^ 
monic development of ideas. 
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SECTION 7 

HARMONIC AND MELODIC EMBELLISHMENT 

All of the exercises in this Part are capable of considerable im- 
provement by the introduction of passing-tones, passing-chords, 
suspensions, anticipations, etc., as explained and exemplified in 
Sections 8 and 9 of Part IV. The student should take the best 
version he has discovered for each exercise and seek to improve 
it; to break up the solid harmonic masses, by the introduction of 
these various methods of embellishment. 



PART VI 
THE SECONDARY SEVENTH CHORDS 

SECTION 1 

THE SECONDARY 7TH-CHORDS IN MAJOR 

Before attempting the working out of this Part, the student 
should familiarize himself with the explanation of the secondary 
7 th- chords as found in Harmony and Ear-Training, Chapter XII. 

The secondary yth-chords afford opportunity for considerable 
widening of the horizon of harmonic motives and eflFectiveness. 
Three distinct types of secondary yth-chords are found in the major 
mode; namely, the diminished triad plus the minor Seventh, as 
exemplified by the VIF; the minor triad plus the minor Seventh, 
of which the IF, the IIF, and the VF are examples; and finally the 
major triad plus the major Seventh, as exemplified by the F and 
the IV^. Each of these types has its own character. Varying from 
the VIF which is the least harsh in eflFect, to the IV^ and F which 
are quite harsh. In addition to the quality of the chord as found in 
fundamental form, the various forms and inversions of each as 
well as the context, add to the powers of expression. 

Modern music is full of secondary yth-chords, and in the great 
majority of cases the introduction, as well as the progression or 
resolution of such chords, is very free from pedantic restraint. It 
is an old regulation found in the great majority of text-books that 
the dissonant element in such chords, the Seventh, must be pre- 
pared; that is to say that if the F in C were to be used, (C-E-G-B) 
the B is the dissonant tone, and this tone must first be heard as a 
part of a concord before it is used as a part of the discord, thus 
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D-G-B, followed by C-E-G-B. In addition to this regulation 
it was laid down as law that each of these chords must resolve into 
a certain thing, as the VIF into V or V^ ; the IF into V, etc. An 
examination of a vast amount of music, even as far back as Bach, 
shows that such restrictions were not observed by composers who 
worked eflFectively, or whose works stand out as great. If the com- 
poser wills it, he may use all the tonal material as he sees fit; if 
he wishes to carry out an emotional scheme in tone, if he wishes 
to work out a harmonic or melodic sequence, or if the logical 
development of his creative ideas demands it, he may prepare the 
dissonance or not, he may cause the chords to progress as he wishes, 
and if he gets the eflFect, and conveys it to his audience, the end 
justifies his means, always provided of course that his ideas are 
worth while, and that he has something to say. Hence, the student 
need no longer be handicapped by rules and regulations that he 
must forget before he can be original, rules that have been dis- 
carded by composers for many long years. The very acridity and 
harshness of the secondary yth-chords will add marvelously to 
the effect of the progression, or to the ultimate chord-of -resolu- 
tion. 

The possibilities of introduction, progression, and resolution of 
these chords are well-nigh unlimited, and it would be a colossal 
as well as a useless effort to attempt to indicate all such, but the 
112 segments that are presented here will doubtless prove sufficient 
to enable the student to grasp the principles that underlie them, 
as well as to stimulate him to continued effort. Each measure 
in these 112 segments may be played forwards or backwards, thus 
indicating some of the possibilities of introduction as well as of 
progression. 

Segments i to 25 illustrate some of the possibilities of VTF, 
where resolution or progression into triads, as well as into V^ and 
other secondary yth-chords, is seen. The consecutive Fifths in 
segments 6, 9, 13, 15, 23, 24, and 25 are all good. 
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Segments 26 to 54 illustrate some of the possibilities of the intro- 
duction and progression of IF in various forms and inversions. 
The consecutive Fifths in segments 28, 31, 35, and 49 are good. 
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Segments 55 to 69 show some of the possibilities of VF. 
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70 to 84 illustrate some of the possibilities of IIF. 
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Segments 85 to 99 show some of the possible progressions and 
resolutions of F. The Consecutive Fifths in segments 88, 91, 95, 
and 97 are all possible and effective. 
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Segments 100 to 112 illustrate some of the possibilities of IV^. 
The consecutive Fifths in 103 are good. 
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Many of these progressions are decidedly harsh, but as stated 
before, this very harshness adds to their effectiveness. Many a 
simple melodic idea has been enriched and made possible by hav- 
ing been conceived as a part of such an harmonic idea, and the 
effectiveness of much noble music is based upon the wise and 
judicious use of such harmonic material. It is very true that 
many such progressions are a growth of passing-tones and passing- 
chords; nevertheless, at the moment of their occurrence they form 
these secondary 7th-chords, and if the working out of the musical 
ideas was only along lines of simple progressions, the possibilities 
of harmonic motives would have been exhausted long ago. 
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Each of these 112 segments is an actual possibility from the 
following exercises, and they show the unlimited range of choice at 
the disposal of the student. Naturally many versions are possible 
for each exercise, and the student should perdst in his efforts until he 
has discovered at least two that are musical, and in which the 
voice-parts have a genuine melodic outline. 
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SECTION 2 

THE SECONDARY 7TH-CH0RDS IN MINOR 

The harmonic minor mode offers two additional types of sec- 
ondary 7th-chords; the F, built of a minor chord and a major 
Seventh, and the IIP, built of an augmented chord with a major 
Seventh; both of these chords are very harsh. 

In the normal minor mode the F may be used very effectually, 
as seen in segments i and 2; if it is desired to cause the Seventh 
of F to descend, it is quite necessary that the chord as found in 
normal minor be used. In the ascending melodic minor scale 
the VF on the chromatically raised 6 may be used with good 
effect, as seen in segment 3. 

The following 29 segments partially illustrate some of the pos- 
sibilities of these chords. Many of these progressions are de- 
cidedly harsh, but it remains as an axiom that the chord-of -reso- 
lution will sound stronger, sweeter, and more satisfactory on this 
account. As was explained in Section i, composers haye discarded 
the theoretical obligation of preparing the seventh of these chords, 
hence no rules or obligations are here laid down. 

The consecutive Fifths in segments 10, 19, 20, 21 and 23 are 
effective and entirely permissible. It was formerly the custom 
for theorists to interdict freedom of entrance and of progression of 
such chords, particularly the harsher ones, but a wide acquaint- 
ance with modem music will show conclusively that whenever 
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the composer desired an effect, he brushed aside all pedantidsms 
of that kind. Hence, in these 29 segments free latitude of pro- 
gression is indicated. 
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It is true that the effectiveness of any chord may be heightened 
or lessened by pitch, by the relations of the constituent tones, 
and by the key in which it is placed. A careful study of secondary 
7th-chords will clearly show that these factors play a very im- 
portant part in the particular qualities of these chords. Certain 
secondary yth-chords will have rather a dead effect in some rela- 
tions, while in other relations and positions they will be full of 
color and suggestiveness. 

For this reason the student should transpose each of the follow- 
ing exercises into various keys, and work out several versions for 
each, imtil he has discovered the best forms and key-relations for 
the chords. In working out these exercises the student should per- 
sist until he has secured a version that allows a distinct melody in 
the upper voice-part, and a definable melodic outline to each of 
the other voice-parts. 
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SECTION 3 

MELODIES FOR HARMONIZATION 

The following melodies will afford great opportunity for the use 
of secondary 7th-chords, both in major and in the various forms 
of the minor mode. Several versions are possible for each melody, 
and the student should discover and compare these to determine 
which will give the best effect. 
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SECTION 4 



MODULATION 



The secondary yth-chords, on account of the multiplicity of 
their possible key-relations, offer a wide field for modulation. As 
a full exposition of the varied relations of these chords is given in 
Harmony and Ear-Training, Chapter XII, it is not necessary to 
repeat that explanation. 
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The various relations of these chords are fully illustrated and 
worked out in the following exercises. In some of these the key- 
changes are very rapid; in fact the key-entities glide by with such 
rapidity in some of the exercises, that they are merely key-sug- 
gestions, and do not become thoroughly established. Nevertheless, 
a sufficient niunber of chord-entities are used to clearly indicate 
such key-entities though they are immediately forsaken for others. 

At least three versions should be discovered for each exercise, 
and the student should persist in his efforts imtil he has succeeded 
in evolving melodious and interesting voice-parts for all four voices. 
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SECTION 6 

PASSING-CHORDS. PASSING-KEYS. KEY-CENTRES 

The principles of borrowing chords, and the expansion of the 
chosen key-centre, may be extended to the secondary yth-chords, 
as well as to all the preceding chord formations. 

The three following segments will illustrate the possibilities latent 
in a plain diatonic harmonic and melodic idea. Segment a is 
strictly in the key of D, not a tone foreign to that key being seen 
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or heard, while segments b and c are developments of the same 
material. It is very triie that many of the secondary 7th-chords 
in segment a may be considered as the result of passing-tones, or 
suspensions, or perhaps even anticipations; yet it is nevertheless 
true that perfectly definite yth-chords within the key occur, and 
that they should be so designated. 
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It should be noticed that segment A shows a 7th-chord on each 
degree of the scale, that each voice-part is singable and melodious, 
and that the yth-chords enter and progress freely, sometimes with 
preparation, sometimes without. Further, it should be noticed 
that 7th-chords succeed one another quite freely. The markings 
under the chords clearly indicate their forms and key-relation. 
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In segment B the soprano melody of segment A is kept intact, 
except the one chromatic change in the sixth measure. It is 
plainly evident that segment b is key-centred in the key of D, but 
the markings imder the chords clearly indicate the points of brief 
departure into other more or less related keys. The marking 
under the second chord indicates a borrowed secondary 7th from 
d, but it might as well have been borrowed from g, for both keys, 
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d and g, are closely related to the key-centre. In fact, if we 
should consider that chord as borrowed from g, a clear emergence 
of g would be seen, for the next chord could be considered as V in 
g. The second chord in measure five is a secondary yth-chord 
caused by a chromatic passing-tone in the tenor, and its marking 
indicates a borrowed chord from E, but it might have been borrowed 
from c# as well. The last chord in measure six is a 2-#4-#6-chord 
on C in an inverted form, sometimes termed " a dominant 7th- 
chord with a raised Fifth." The penultimate chord in measure 
twelve is a double suspension, D in the bass held back by E, and 
F# in the tenor held back by G. 

The conventional explanation of such chromatic inflections as 
" altered secondary-yth-chords " seems to lead to utter confusion, 
for in some cases the alterations result in dominant yth-chords, in 
others in diminished yth-chords, and in others in secondary 7th- 
chords of a different type from the unaltered chord; the result 
would seem to confound all kinds of 7th-chords, and to ignore 
utterly the rapid changes of key, and the rapid emergence and 
disappearance of the various key-entities. 

A first glance at segment c will create the impression of a riot 
of chromaticisms, but even there it should be noticed that the 
soprano melody of segment a is kept intact except for three 
slight chromatic inflections, one each in measures five, six, and 
nine. The last passing-tone in measure nine causes a chord to 
appear consisting of C-Cr-A #-£[?, which is the enharmonic equiva- 
lent of a secondary 7 th C-Eb-G-Bb. The last chord in measure 
ten is a 3-#4-s6-chord on Bb. The first chord on the third pulse 
of measure eleven, B#-G-Bb-E, is the enharmonic equivalent of 
a dominant 7th-chord on C, C-E-G-Bb. These seeming mis- 
spellings are not such in fact, but are due to a plan of writing 
which is easier for the eye to follow. The cadence in segment c 
may be considered as a perverted form of a plagal cadence, though 
this explanation is pure theory, while the chords are simple 
facts. 
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It should be plainly evident by this time that there are many 
things in the combinations of musical tones comparatively simple 
in themselves, which are from a musico-logical standpoint very 
natural; yet these same things are exceedingly difficult of ex- 
planation in language, and very hard to fit into our somewhat 
narrow and restricted theoretical explanations of musical phenom- 
ena. 

It is not at all necessary to discard any of the accretions of the 
centuries that are sensible in themselves, but it is needful that 
we see and recognize the advancement of the times, and make 
room for the newer methods, no matter whether they agree with 
what is conventional or not. It is not at all necessary either to 
destroy or to revolutionize the good of the past; but we must 
accept the new that is valid, and revise our methods of convention 
sufficiently to take in and classify this material. 

SECTION 6 

SOME POSSIBLE HARMONIC EXTENSIONS 

Since conventional forms of scales are arbitrarily fixed, there is 
no reason why use should not be made of such modifications of 
these scales as will result in the enrichment of harmonic possibil- 
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ities. Our present methods of determining what particular com- 
binations of tones cause definable chords may be modified in a 
manner that will allow a widening of the harmonic horizon. It is 
the purpose of this Section to indicate some of these extensions. 

The scale in a is the normal form of the minor scale; the scale 
in B is the harmonic form of minor; the form in c is the ascending 
melodic minor; the scale in d corresponds exactly with our present 
form of the major scale thought backwards (that is, the half-steps 
are placed between 3-4 and 7-8, in the descending scale) . The 
scale in B is normal minor with 7 raised a half-step in order to 
secure an ascending leading-tone, while the scale in d is the same 
as the normal minor except that 2 is lowered a half-step to secure 
a downward-tending leading-tone. The scale in d is quite as 
good as the one in b. The scale in e represents a modified form of 
the harmonic minor; that is, the tonic has both an upward-tend- 
ing, and a downward-tending leading-tone. The scale in f is a form 
of minor that may be occasionally met with in Russian music, 
and may be considered as of probable oriental origin; both the tonic 
and the dominant have an upward-tending leading-tone. 
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With the exception of the various forms of the augmented 6th- 
chords, our conventionalized methods of reckoning chords demand 
that when placed in fundamental form they shall be arranged in 
intervals of Thirds. This is excellent, as far as it goes, but it is 
based largely on a false premise; heretofore, the manner in which 
a chord is indicated by notes, or pitch-signs, has been the deter- 
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mining factor in the naming of the chord. In reality, a chord 
should be known by its effect in sound, utterly regardless of what 
manner of pitch-indication may be used to represent it to the eye. 
The various forms of minor scales seen in a, b, c, d, e, and f offer 
considerable proof of this statement. 
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Our conventional systems of harmony recognize a dominant 
7th-chord as a chord occurring only on V of either a major or a 
harmonic minor scale. But a yth-chord of this identical type 
may be foimd on VII of the normal minor, as seen in g, on both 
IV and V in the ascending melodic minor mode, as seen in i, i and 
I, 2 ; and on III of the minor scale as shown in l. 
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The harmonic form of the minor scale as seen in' H offers four 
chords not heretofore recognized as definable chords, though to 
the ear they are as definite as any form of our various convention- 
alized chords. The tones F-G#~C, as seen in h i are identical 
with our minor chord on F, F-Ab-C. The chord in h 2, D-F-G#-C 
is identical with the secondary yth-chord D-F-Ab-C. The chord 
in H3, F-G#-C-E, is precisely the same as the secondary 7th- 
chord F-Ab-C-E. The chord in H4, D-E-G#-C, is identical 
with the 2-#4-#6-chord on D, D-E-G#-B#. 
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The ascending melodic minor scale, as seen in i, will afford a 
still greater widening of the harmonic possibilities. Here we have 
a dominant 7th-chord on both IV and V. The chord ini, 3 is the 
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same as a dominant yth-chord on B with the Third omitted. The 
tones G#-C-D-F# seen in 1,4 are identical with a 3-#4-#6-chord 
on Ab, Ab~C-D-F#. These same tones when arranged from D, 
as seen in i, 5, D-F#-G#-C, correspond to a 3-#4-#6-chord on D, 
D-F#-G#-B#, or to a similar chord on Ebb, Ebb-Gb-Ab-C. 
J 12 3 4 




The minor scale with both an ascending and a descending leading- 
tone, as illustrated in e and j, will give two forms of the augmented 
6th-chords, j i showing the 3-5-#6-chord on B b, which chord is 
the enharmonic equivalent of a dominant yth-chord on B b. j 2 
shows a 3-#4-#6-chord on Bb, and these same tones rearranged 
from E, as seen in j 3, give the enharmonic equivalent of a 3-#4-#6- 
chord on E or F b. The peculiar gth-chord as seen in j 4, C-E-G#- 

Bb-D, made from this scale, holds many latent possibilities. 
K 12 




The Russian form of the minor scale as seen in k, with an up- 
ward leading-tone to both the tonic and the dominant, is full of 
possibilities. The chord D#-G#-C is the enharmonic equivalent of 
the major chord on Ab, as shown in k i. This scale also gives the 
dominant yth-chord on B with the Fifth omitted, as seen in k 2; 
the chord F-G#-B-D#, which is the enharmonic equivalent of 
the secondary yth-chord F-Ab-Cb-Eb as seen in K3; the chord 
F-G#-C-D#, which is the equivalent of F-Ab-C-Eb; the 3-s-#6- 
chord on F, which is the equivalent of a dominant yth-chord on F, 
as seen in k 5; the 3-#4-#6-chord on F as seen in k 6; and the 
enharmonic equivalent of the 3-#4-#6-chord on Cb as seen in K 7. 
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The minor scale with a downward-tending leading-tone to the 
tonic, as seen in l, will supply a dominant yth-chord on III. 

The following segments will partially illustrate some of the pos- 
sibilities of this material. A word of caution is necessary, for the 
persons who are in the habit of getting a musical impression through 
the eye will discard these progressions on sight; they will find it 
wise to lay aside this prejudice in favor of printed notes, and listen 
instead to the effect in tones, not once, but several times. Tone 
alone is music. The printed notes are absolutely nothing but a 
conventionalized method of representing these tones to the eye. 
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Segment i is in strict accord with the normal minor scale as 
illustrated in a. In this example the dominant yth-chord on VII 
is seen three times, once in fundamental from arid twice in the 
third inversion. Segment 2 is the same as segment i, except that 
in measure four a clearer suggestion of another key is heard, and 
the final chord is the major chord on V, instead of the minor chord. 
Segment 3, with the exception of the Bb and the C# in the final 
measure, is strictly according to the harmonic minor scale as 
illustrated in b. The various chords illustrated in h will be 
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found in this segment. The final measure may be used with or 
without the final accidentals that appear in brackets; the effect 
of either ending is quite different from the contrasted ending. 
Segment 4 is made from the melodic minor scale, and illustrates 
the use of the chords as found in i. Here the dominant 7 th- 
chord is shown on IV and on V. The ending may be with two 
major chords, with two minor chords, or the penultimate chord 
may be minor and the last one major, according to the effect that 
is desired. Segment 5 is made from the form of minor scale that 
has both an ascending and a descending leading-tone to the tonic'. 
The material illustrated in j is here exemplified. Segment 6 illus- 
trates the material derived from the Russian form of minor, as 
shown in k. Segment 7 is made from the minor scale with a 
downward leading-tone, but with no upward one. The French 
have been experimenting with the whole-tone scale, but they seem 
to have limited their harmonic material developed from this scale 
to the augmented chord. Segment 8, as well as segments 9 and 10, 
is in no definable key, but the effect in each case is easily pos- 
sible, particularly if used with caution. With the exception of 
the final chord, segment 8 is composed of augmented chords, 
mainly with whole-step progressions in the treble part. Segment 9 
is a peculiarly effective one made from a combination of augmented 
chords and diminished Sevenths. Segment 10 is a combination of 
augmented chords, secondary Sevenths and major chords. It is 
readily admitted that the notation of some of these examples is 
peculiar, but there are numerous examples in all modern music, 
including Liszt, MacDowell, Grieg, Mozkowski, Reger, Strauss, 
Debussy, etc., where just such things occur. In essence, it does 
not make a particle of difference what the notation may be; the 
effect upon the ear is the chief consideration. In many cases 
where ambiguous notation for tones occurs, a careful study of the 
composition will show that if the effects had always been written 
in the conventionalized manner, the effect upon the eye for read- 
ing would have been far more difficult. 
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A word of caution is necessary to the young composer, for if 
he searches out novel effects, and uses them merely on account of 
their novelty, his efforts will ring false, and his compositions will 
sound forced. If these effects are used, and their introduction 
seems necessary because of the musical logic of events, then they 
may become very effective indeed. 

The term " dominant yth-chord " applied to that type of yth-chord consisting of a major triad with a 
minor Seventh added, is evidently a misnomer if applied to the same kind of a chord when used as a VIP 
in normal minor, or as a IV^ in melodic minor, or on III' of the minor scale with a descending leading- 
tone but with no ascending leading-tone. Similarly, it is out of place when this ty^ of chord is used 
purely as a passing-chord without definable key-relation. If the term "dominant" is to be retained to 
define the 5 of a scale, then it seems wise to signify this kind of chord by a term which will not cause 
confusion. The suggestion is made here that perhaps the term "primary ytb-chord" might be a possible 
substitute. In such a case the primary yth-chord may be upon any degree, the same as the secondary 
7th-chords. 



PART VII 

NINTH-CHORDS 
SECTION 1 

CHORD EXERCISES 

A Qth-chord may be built upon any degree of the scale, but the 
most commonly used gth-chord is the dominant. In strict key- 
relation this chord consists of a dominant (or a primary) yth-chord 
with a major Ninth added, though it is very common for the domi- 
nant minor gth-chord to be used instead. In harmonic minor, the 
Qth-chord consists of a dominant (or primary) 7 th with the minor 
Ninth added. These two chords are illustrated in segments i to 
48, where various resolutions are shown for the fundamental chord 
and for several inversions. The inversion of the chord which 
would place the Ninth in the lowest voice is practically prohibited 
by its ugliness, but the other inversions, first, second, and third, 
are useful. When the Ninth of the chord moves down one degree 
while the other parts remain stationary, as in segment 10, the 
effect of the Ninth is purely that of a suspension. In four-part 
writing one of the tones of the chord must be omitted. This may 
be either the Fifth or the Third, but the omitted Fifth is more 
common. The flats in brackets, if both are used, will place the 
examples in harmonic minor. The possible progressions of this 
chord are unlimited, but the segments shown here indicate a suffi- 
cient number to give a good working knowledge of the chord. 
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Segments 49 to 54 show some progressions of gth-chords on the 
other degrees of the major scale, with resolutions. In nearly all 
such cases the effect is caused by a prolongation of two of the tones 
of the preceding chord, and the effect might as well be described 
as a double suspension. When the Seventh of such chords is left 
out, as seen in segments 55-58, the effect is that of a simple suspen- 
sion, and the difference between that and the yth-gth-chord is 
indicated in the omission of the figure 7 where the effect of a simple 
suspension occurs. 
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The following exerdses will offer ample opportunity for working 
out the possibilities of the gth-chords. The first four are strictly 
within the limits of the diatonic keys, but the other six make brief 
excursions into nearly related keys, though they are clearly 
centred in one particular key. The student should persist in his 
efforts until he has discovered musical parts for each of his voices, 
and a generally good effect for the whole exercise. 
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SECTION 2 

MELODIES FOR HARMONIZATION 

These melodies will afford ample opportunity for the use of all 
forms of the dominant gth-chords, as well as for Ninths upon 
other degrees than the dominant. Perfect liberty may be accorded 
the student, provided he succeeds in making melodious and musical 
voice-parts for the alto, tenor and bass. Passing-chords, passing- 
keys, etc., may be introduced at will, as well as more definite 
modulations, provided that the melody affords an opportune 
place for such digressions. Several versions for each melody should 
be devised and compared. 
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PART VIII 
CHORDS OF THE AUGMENTED-SIXTH 

SECTION 1 

EXERCISES WITH CHORDS 

Before beginning the study of this Part the student should master 
the explanations of these chords as given in Harmony and Ear- 
Training, Paragraphs 505, 508, 550-564, 595-601, and should have 
worked out all the exercises wherein these chords are exemplified, 
Harmony and Ear-Training Paragraphs 565-579, and 689 to end. 

As explained in Section 6 of Part VI the augmented-6th-chords 
are the only chords recognized by our conventional methods that 
are not built of superimposed major or minor Thirds. 

All kinds of augmented-6th-chords (hereafter written ^chords) 
are considered to be in fimdamental form when the two tones that 
cause the interval of the augmented Sixth are at that distance 
apart, with the other constituent tones placed between, as exempli- 
fied in the first chord in segments i, 7, 13, and 15. 

The 3-5-6 #-chord will be marked ^ as shown in the first chord 
of segment 17. The 3-4#-6#-chord will be marked ? as shown 
in the second chord in segment 17. The 3-6#-chord will be marked 
^, as shown in the third chord of segment 17. In each of these 
chords the Third is major, hence it will be omitted in the marking. 



The 2-4#-6#-chord will be marked i as shown in the last chord 



of segment 17. Thus, i means a 3-5-6 #-chord; 5 means a 3-4 #-6 #- 



chord; ^ means a 3-6#-chord; f means a 2-4#-6#-chord. The 
figures indicate that when these respective chords are arranged 
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from the lower of the two tones that cause the augmented Sixth, 
the intervals are at those distances from it. 
The more common resolutions of these chords are shown for the 

« 

5-^-chord in segments i to 6, and for the ^-^-chord in 7 to 12. 
The 2-^-^-chord in segment 13, and the ^-chord in 15 may resolve 
in the same manner. The principle involved in segments i to 12 
may be stated thus: the upper tone of the augmented Sixth moves 
up one half-step and the resultant tone becomes either the Root, 
the Third, or the Fifth of a major or a minor chord. It is equally 
true that the lower tone of the augmented Sixth moves down one 
half-step and the resultant tone also becomes the Root, Third or 
Fifth of a major or a minor chord. 

Sometimes on account of the voice-leading the 5-^-chord will 
appear written with the intervals of a major Third, a doubly aug- 
mented Fourth, and an augmented Sixth, as shown in segment 14, 
and the second chord in segment 18. 

When the ^-chord is used in four-part 
writing the Third is usually doubled as 
shown in segment 16, though in some 
cases the Root* may be doubled, thus: 
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10 




* The Root here indicates the lower of the two tones causing the augmented Sixth. 
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The ^-chords may be used freely in all inversions; these will be 
marked the same as the inversions of all other chords, thus: — 



i 



^^^ 



i 
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•''^x 
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b6 



c6 



a^ 





j jg- I H-;^ 
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a2 



b2 



c2 



It is impossible to place the ^-chords in definite conventional 
tonalities; nevertheless these chords are very freely used in com- 
positions that are clearly key-centred in some particular tonality. 
In this respect these chords closely resemble the diminished 7th- 
chords. More frequently than otherwise, it is equally as impos- 
sible to determine from what source these ^-chords are derived. 
(The various possibilities of derivation are given in Harmony and 
Ear-Training, Paragraphs 560-564, and 595-602.) 
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Segments 2, 6, 8, 12, and 17 to 22 illustrate all the ^-chords 
which may have a chord-of-resolution that belongs to C. It should 
be observed that these ^-chords contain all the diatonic tones of 
C, as well as all the chromatic tones which occur between these 
diatonic tones. 
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Segments 23 to 54 illustrate some of the progressions of these 
passing ^-chords as used in a composition that might be key- 
centred in C. The markings under the chords indicate the variety 
of ^-chord used, as well as the degree upon which each is founded. 
The flat sign before II in segments 31 to 33, before III in 34 to 38, 
before V in 43 to 46, before VI in 47 to 50, and before VII in 51 
to 54, indicate merely that the Root of the ^-chord may be con- 
sidered as having that relation to the tonality, but this altered 
tone and the ^-chord built on it are distinctly not within the key. 
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Segments 55 to 62 illustrate ^-chords which may have a chord- 
of-resolution within a composition key-centred in c. A study of 
these segments will demonstrate that all the diatonic tones of Cy 
as well as all the interlying chromatic tones, are included in the 
^chords shown. 

The ^-chords are as free as all other kinds and may be made to 
progress as the composer wills into any other kind of a chord. 
Segments 63 to 67 illustrate some progressions into dominant 
7th-chords. 

Attention should be directed to the fact that the 3-5-^-chord 
and the dominant 7th-chord are identical in sound. The six 
ordinary resolutions of the chord as a dominant 7th, with the six 
other ordinary resolutions when used as a ^-chord, 
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hold out unlimited possibilities of further progression. When the 
chord-of-resolution is major, it may be considered as the chord on 
I, IV, or V in major tonalities, or as on V or VI in harmonic minor, 
etc. When the chord-of-resolution is minor it may be con- 
sidered as II, III, or VI in major, or as I or IV in minor, etc. The 
following will afford full opportunity for the use of all the ^-chords. 
The student should persist in his efforts until he has succeeded 
in making a good, melodious version for each exercise. 
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SECTION 2 

MELODIES FOR HARMOmZATION 

• 

The following melodies will afford opportunity for a full use of 
the various^ chords in all forms and inversions. Passing-keys as 
well as passing-chords may be freely used, or more definite modu- 
lations into other keys may be used. The student should persist 
in his efforts until he has succeeded in evolving melodious voice- 
parts, and has secured a generally good effect for each exercise. 
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ADDENDA 

CHORDS OF THE ELEVENTH AND THIRTEENTH 

Combinations of tones that cause such possibilities are always a 
result of suspensions, anticipations, etc., and do not affect the 
principles of part-writing as already defined. A few examples of 
such occur thus: 
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ORGAN POINT 



The principles underl)dng organ point are given in Harmony and 
Ear-Training, Paragraphs 580 to 584. These do not in the least 
affect the general principles of part-writing, but are merely slight 
additions to these principles. 



HARMONIC AND MELODIC EMBELLISHMENT 

The student should make a careful study of the possibiUties of 
the various means of enrichment as explained and exemplified in 
Harmony and Ear-Training, Paragraphs 520 to 549, and 580 to 
588; then use some of the versions of his exercises already worked 
out and seek to improve these musically by the use of the devices 
there explained. 
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Altered Chords: fallacy of theory of — 
in three-toned chords, 42, 45, 46; in 
dominant 7th-chords, 114; in secondary 
7th-chords, 142; see Passing-Chords; 
Passing-Tones; Passing-Keys; Borrowed 
Chords; Chord-Suhstitution; Key-Centre, 

Alto: melody placed in, 10, 11, 17; be- 
coming tenor in open harmony, 22-24; 
doubl^ tone between soprano or tenor, 
29; interchange with tenor, 30; distance 
between tenor or soprano, 48; seeking 
melodious voice-part of, 91; harmonic 
and melodic embellishment of, 100-104. 

Anticipation: melodic embellishment—^ 
of three- toned chords, 66; of dominant 
7th-chords, ^02; of diminished 7th- 
chord, 122; of secondary 7th-chord, 
140-143; of augmented 6th-chord, 169, 
170. 

Augmented 6th-Chords: as passing 
dominant 7th-chord, 97-104; in key- 
expansion with secondary 7th-chords, 
142, 143; in unusual scales, 143-151; 
not built of superimposed Thirds, 160; 
various kinds of, and markings for, 160; 
Root and Third of, 161; double aug- 
mented Fourth in, 161; resolutions of, 
161, 162; as passing-chords in tonality, 
162; illustrations of resolution with 
C-major as key-centre, 162-164; with 
C-minor as key-centre, 164; freedom of 
progression, 165; the 3->t^chord iden- 
tical with dominant yth-chord, 165; 
exercises, 166, 167; melodies for har- 
monization with, 168, 169. 

Bass: distance between and tenor, 23, 24; 
relation of alto and tenor to, 30; Root, 
Third and Fifth of chord in, 47, 48; 
melodiousness of, 91; embellishment 
of, 100-104. 



Borrowed Chords: explanation of, 41- 
46; inverted chords as, 62-65; dimin- 
ished 7th-chord as, 110-114; secondary 
7th-chords as, 142; see Borrowed Tones; 
Chord - Substitution; Passing - Chords; 
Key-Centre; Altered Chords. 

Cadence: freedom of final, 29; doubling 
of tones in, 48; unusual progressions in, 
^'y caused by passing-tones, 103; per- 
verted plagal, 142. 

Characteristic Tones: in diminished 
7th-chord, 11 1. 

Chord, Augmented: progression of fun- 
damental, 6-8; in modulation, 21, 39; 
in foreign progressions, 16, 34; in open 
harmony, 32; as borrowed chord, 42, 
43; in whole-step scale, 149, 150. 

Chord, Diminished: poor effect of, 54; 
progressions of, 55, 56; in harmonic 
minor, 57-60; in modulation, 61, 62. 

Chord-Entity: in relation to key-entity, 
passing-tones, passing-chords, passing- 
keys, altered chords, 39-46; in rela- 
tion to diminished 7th-chord, 110-114; 
in modulation^ with secondary 7th- 
chords, 137; see Key-Centre. 

Chord, Fifth of Common: duplication 
and omission of, 27-29; in subordinate 
chords, 31, 33; in modulation, 38; in 
inverted chords, 47-51, 55; as leading- 
tone, 58. 

Chord, Root of Common: in doublings 
and omission of tones, 1-8, 11, 16, 24. 



Chord-Substitution: see Altered Chords; 
Key-Centre. 
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Chokd, Third of: as highest tone, i; 
duplication and omission of, 3-8; in 
foreign progression, 9-16; in close and 
open harmony, 25-29; in diminished 
chord, 32; in inverted chords, 47-51, 54. 

Chobds Common to Two Keys: in mod- 
ulation with triads, 18-21; in modula- 
tion with open harmony, 38, 39; in 
modulation with inverted chords, 61, 
62; in relation to key-centre, etc., 62- 
65; in dominant 7th-chord modulation, 
92-94; in expansion of key-centre, 95- 
99; in modulation with diminished 7th- 
chords, 1 18-120; in modulation with 
secondary 7th-chords, 136-139; in 
passing-keys, 140-143; in enharmonic 
relation, 145-150; in augmented 6th- 
chord relation, 166, 167; see Modula- 
tion. 

Chords, Dual Relation of: see Chords 
Common to Two Keys. 

Chords, Principal: fundamental in 
major, 1-3, 22-29; inverted in major, 
47-51; fundamental in minor, 2, 30, 31; 
inverted in (ninor, 51. 

Chords, Repeated: in triads, i, 3, 9, 24; 
in dominant 7th-chords, 68. 

Chords, Subordinate: fundamental in 
major, 2; fundamental in minor, 5; 
open harmony in major, 31, 32; open 
harmony in minor, 32, 33; inverted in 
major, 54-57; inverted in minor, 57- 
61. 

Chromatic Tones: confusion with dia- 
tonic tones, 40, 99. 

Close Harmony: with fundamental 
chords, 1-2 1 ; in alternation with open 
harmony, 22-39; ^^ dominant 7th- 
chords, 75-91. 

Contrary Motion: explained, 3-5; in 
minor, 5-8; in foreign progression, 11- 
16; in open harmony, 29-34; in in- 
verted chords, 54-61. 

Diminished 7Th-Chord: in key-relation, 
105-107; in harmonization of melodies, 
107-109; as passing-chord in major, 
109-118; in modulation, 118-122; in 
secondary 7th-chord modulation, 136- 
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139; in relation to secondary 7th-chord 
as passing-chord, 139-143; in relation to 
9th-chords, 155-157; similarity to aug- 
mented 6th-chords, 162. 

Dominant 7th-Chord: fundamental in 
major, 67-71; fundamental in minor, 
71-75; in harmonization of melodies, 
75-77; inversions in major, 77-84; in- 
versions in minor, 84-90; inversions in 
harmonizations, 90-92; modulation by, 
92-94; as passing-chord, 95-99; in har- 
monic embellishment, 99-104; in re- 
lation to diminished 7th-chord, 106, 
107, 114; in relation to passing-chords, 
139-142; in unusual scales, 145-15 1; 
as primary 7th-chord, 151, 152; identi- 
cal with augmented 6th-chord, 165. 

Dominant 7th-Chord, Fifth of: omis- 
sion, freedom, duplication of, 69-74; 
in inversions, 80-88. 

Dominant 7th-Chord, Root of: doub- 
ling of, 67-74; resolutions of, 68-70, 
72-74, 78-83, 85-89. 

Dominant 7th-Chord, Seventh of: 
resolution of, 67-74, 77-88. 

Dominant 7TH-Chord, Third of: reso- 
lution of, 67-74, 79-88. 

Embellishment, Harmonic: with domi- 
nant 7th-chords, 99-104; with dimin- 
ished 7 th-chords, 122; with augmented 
6th-chords, 170. 

Enharmonic Changes: in modulation 
with triads, 38-40; in modulation with 
inverted chords, 61, 62; in relation to 
key-centre, 62-65; in relation to dimin- 
ished 7th-chords, no, in, 114; in 
modulation with diminished 7th-chords, 
114-116, 118-120; in key-expansion, 
140-143; in unusual scales, 143-151; 
in augmented 6 th-chords, 161, 162, 165. 

Fifths, Consecutive: in foreign pro- 
gressions of triads, 11; well-sounding, 
14, 15; ill- and well-sounding in in- 
verted chords, 54-60; in dominant 
7th-chord resolutions, 68-73, 77> 82- 
84, 89; in secondary 7th-chord resolu- 
tion, 124-129, 131, 132. 
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Foreign Progressions: in major, 11-14; 
in minor, 15, 16; with melodies, 16, 17; 
open harmony in major, 33, 34; open 
harmony in minor; 34; with inverted 
chords in major, 54; , with inverted 
chords in minor, 57. 

Fourth, Double Augmented: in aug- 
mented 6th-chord, 161. 

Harmonization of Melodies: with prin- 
cipal chords in major, 8-10, 35-37, 52, 
53; with principal chords in minor, 10, 
II, 17, 37, 38, 53; with foreign progres- 
sions and subordinate chords, 16-18, 
35-38; with inverted chords, 66; with 
dominant 7th-chords, 75-77, 90-92; 
with diminished 7th-chords, 107-109, 
117, 118; affording modulations, 119; 
with secondary 7th-chords, 134-136; 
with 9th-chords, 157-159; with aug- 
mented 6th-chords, 168, 169. 

Key-Centre: relation to triads, 39-46; 
relation to inverted chords, 62-66; rela- 
tion to dominant 7th-chords, 95-99; 
relation to diminished 7th-chords, 109- 
118; relation to secondary 7th-chords, 
139-143; relation to augmented 6th- 
chords, 162-165; see Altered Chords. 

Xey-Entity: see Chord-Entity; Key- 
Centre; Passing-Keys. 

Key-Expansion: see Key-Centre; Passing- 
Keys. 

Keys, Harmonic Minor: triads in,. 2, 5, 
15, 30. 32, 34, 51, 57; melodies in, 10, 
17, 37, 53; modulation to and from, 
18-21, 38, 61, 92, 118, 136-139; rela- 
tion to key-centre, 39-46, 62-65, 95~ 
99, 140-143; dominant 7th-chords in, 
71-75, 84-90, 92, 95-99; harmonic em- 
bellishment in, 99-103; diminished 
7th-chord in, 105-108, 118; secondary 
7th-chords in, 131-134, 136-139, 140- 
143; unusual chord material in, 143- 
150; 9th-chords in, 153-155; augmented 
6th-diords in, 164-169. 

Keys, Major: triads in, i, 2, 11-15, 22- 
31, 33; inverted triads in, 47, 54; melo- 
dies in, 8, 16, 35, 42; modulation to and 
from, 20, 38, 61, 92-94, 136-139; rela- 
tion to key-centre, 39-46, 62-65, 95- 



Keys, Major: — Continued. 

99, 139-143; dominant 7th-chord in, 
67-71, 77-84, 92-94, 95-99; harmonic 
embellishment in, 99-103; diminished 
7th-chord in, 109-116; secondary 7th- 
chords in, 123-130, 136-139; 9th-chord 
in, 1 51-158; augmented 6th-chord re- 
lation to, 162-169. 

Keys, Melodic Minor: secondary 7th- 
chords in, 131, 132; chord material in, 
144-150; see Key-Centre. 

Keys, Normal Minor: secondary 7th- 
chords in, 131-134; chord material in, 
144-149. 

Keys, Passing: see Passing-Tones y Key- 
Centre. 

Leading Tone: progressions of, 5-7; 
doubled in major, 29; doubled in minor, 
32; progressions of, in open harmony, 
48, 57-60; in dominant 7th-chord, 67- 
89; in diminished 7th-chord, 108; up- 
ward and downward to tonic and 
dominant, 144-150. 

Melodization of Harmony: importance 
of, 33, 34. 

Modulation: with triads, 1^21, 38, 39; 
in relation to key-ceatre, 39-46; with 
inverted chords, 61, 62; in relation to 
passing-keys, 62-65; with dominant 
7th-chords, 92, 93, 95-99; harmonic 
embellishment in, 99-104; with dimin- 
ished 7th-chord, 109-116, 118, 119; 
with secondary 7th-chords, 136-143; 
with 9th-chords, 155-157; with aug- 
mented 6th-chords, 166, 167; see Pass- 
ing-Keys. 

9TH-CHORDS: progressions and exercises, 
152-159- 

Octaves, Consecutive: in foreign pro- 
gressions, 11; good effect of, 14, 15; in 
inverted chords, 48; in dominant 7th- 
chords, 67. 

Open Harmony: with triads, 25-39. 

Parenthesis Chord: explained, 114: see 
Passing Chords. 
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Parenthesis Key: see Parenthesis 
Chords Passing-Keys. 

Passing-Chords: in key-centre, 43-46; 
tonic chord as, 67; mediant chord in 
minor as, 72; in harmonic embellish- 
ment, 99-103; diminished 7th-chord as, 
110-116; secondary 7th-chords as, 129, 
139-143; 9th-chords as, 157; aug- 
mented 6th-chords as, 164-168; see 
Passing-Keys; Key-Centre; Borrowed 
Chords. 

Passing-Keys: relation to — triads, 43- 
46, 62-65; dominant 7th-chords, 95-99; 
diminished 7th-chords, 109-121; sec- 
ondary 7th-chords, 139-143; 9th- 
chords, 155-159; augmented 6th-chords, 
162-169; see Passing-Tones; Passing- 
Chords; Key-Centre. 

Passing-Tones: in melodic embellish- 
ment, 41-43, 62-65, 103, 104, 122; re- 
lation to secondary 7th-chords, 129, 
i3'9-i43; see Passing-Chords; Passing- 
Keys; Key-Centre. 

Point of Repose: in relation to key- 
centre, 40-46; in relation to diminished 
7th-chord, 11 1. 

Primary 7th-Chord: relation to domi- 
nant 7th-chord, 151, 152. 

Quality Tones: in relation to dimin- 
ished 7th-chord, iii. 

Second, Augmented: progressions ol, 
8-15. 

Secondary 7th-Chords: confused with 
dominant 7th-chord, 98, 99, 103; con- 
fused with diminished 7th-chord, 106; 
in major keys, 1 23-131; in minor keys, 
131-134; harmonizations with, 134- 
136; modulation with, 136-139; as 
passing-chord, 139-143; in imusual 
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scales, 143-150; see Passing-Chords; 
Altered Chords. 

Soprano: transference of, 10; aug- 
mented Second in, 15; relation to alto, 
23, 24; doubled tones in, 29; in key- 
expansion, 100-104. 

Suspension: in harmonic embellishment, 
66; in dominant 7th-chords, 72, 99- 
104; in diminished 7th-chords, 122; in 
secondary 7th-chords, 139-143; in 9th- 
chords, 152-154; in augmented 6th- 
chords, 170. 

Tempered Scale: in enharmonic rela- 
tions, 40. 

Tenor: melody in, 10, 11, 17; relation to 
alto and bass, 22-24, 29, 30; relation to 
other voice-parts, 48; melodiousness of, 
91; in dominant 7th-chord relation, 
100-104. 

Tenor Clef: use in writing for viola or 
voice, 24. 

Tone-Color: in key-centre relation, 46; 
in diminished 7th-chord relation, 109. 

Tone, Common: retention or transfer- 
ence of, 1-9, II, 24, 31, 33. 

Tone, Insistent: in diminished 7th- 
chord. III. 

Tone Omission: in triads, 26-36; in dom- 
inant 7th-chords, 67-89. 

Transition: relation to key-centre, iio- 

114. 

Unusual Scales: chord material there- 
from, 143-157- 

Whole-Step Scale, 149, 150. 
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